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The following page references were deleted due to a last minute editing error
Please revise your copy according to the following information

“Page 5 — The schema (figure 1, page 6) on the follosving page visually .
. Page 7 —These goals are defined in Figure 2, page 8* .
Page 10 = (See Planning-Learning Schema, page 37)

Page 12 — (See Dance Education Content  Cognitive. Motor, Affective N
Skills and Knowledges on pp 20-29) N

(S’e,a%kllls and Knowledges on p. 30)

This may be organized on Keysort cards (see Keysort Retneval
System on pp. 33-36) or listed on index cards or i’ catalogs

(See Learning Umt Organization Form, p 41.)

Page 31 — The recording of this mformation on kevsort cards (see Key-
sort Retrieval System, Figures 3. 4. 5. 6. pages 33, 34, 35, 36)
provides... -

Pmge 39™ The planning for learning process moves from left to nght on
= the Planning Learning Schema, page 37. and necessitates...

I " (Conceptual Frameworkgpp. 14:19)
(Concepts for each grade/level listed with each Generahization,
pp. 14-19.)

P.'Zige 42 — These examples utilize the Learning Unit Organization Form,
figure 9, pdge 41, -
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—uwhich can provide for personsof all ages, races,

Joan"Mills Maas : The valués of dance educa-
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STATEMENTS OF BELIEFS
Virginia Bryant Weder - Dance s an art form

sexes, and religiony and aesthetic experience
through bodily movement Sutce it needs no
external instrument, it s inexpenswe i its
basic educational form The time has come for®
dance to become an intrinsic part of évery
persqn’s education as an art furm ¢ qual to that
of music and art .
. ]Udltﬁ B (arlwn - M [)mhm” J¢ ﬂ((ts
" movement education approach w hich closely -
allies thesthree areas of human development.
the motor. affective and cognitice learning
“domains, and honors a strong commutment to
the total education of the chuld 1 believe that -
the more personally meaningful movement
expertendes are for chuldren, the greater the
@ffect physical education will have on the (du- ,
(‘atmn _of today's chuld ) ¢
Susan Hughes Gingrasso - [ feel that dance can -
extend the personality, develop the self, and < |
promote a balanced concept of life Dance '
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and concepts from glher commuttee members,
reworkgd and shaped them mnto cogent and

practical contributions
1

tion are many, and yndepth dance experiences,
taught by qualified instructors, should be
offered to all students at all levels of education.’
Kinesthetic awareness, fundamental move-
ment shills, creative actwities, and perform-.
ance experiences drettoo often neglected in our
schools togay, Dance education should be
advanced tv a status compdrable to that of the o
ather arts, This curriculum project 1s an .
attempt #o shou why this .shuul(! be done and

- how-to accomplish this goal
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' ¥ . PREFACE

The Wisconsin_Department of Public Instruction has a long history of supporting
arts education as anduportant and basic part of g comprehensive K-12 school program. |
believe that learning is most effective when-it s integrated and experiential. All aspects
of human perception qnd capability must be involved in the learning process. Dance and
creative movement have alwavs been a necessary and important aspect of human func-
tion and expression’ . . )

-

’ » . Cxe Lo o
Physical movement has been an integral part of Wisconsin schools for many years.
Social and ethnic torms of dance have been offered by mostof these schools.but dance as
creatis e expredsion and as an art form is not generally provided. The lack of comprehen-
sive dance education curriculum guidelines has undoubtedly contributed to the lack of a
total dance education program.

» .
- This publication has been developed in response to the need for K-12dance_educa-
_tion gundellpe\.' It isvhe first dance curriculum developed and published by tife Wis-
consin Department ot Public Instruction. It encompasses all of the major aspects of
bt dange education and it is based on the Department’s advocacy of €&periential and con-
ceptual learning. The curricalum committee has developed an outstanding guide which
clearly describes the teaching, learning process. content. and needs of dance education. 1
encourage ~chools to utilize this guide as the basis for pfanning and des eloping their K-12

' dance educagion offerings. . : .
' "
\ P
' ) Herbert J Grover
\ * Al Al . > 4
State Superintendént of
. . 3
) Public Instruction . ,
' +
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> ' .
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- INTRODUCTION - - |
PURPOSE_ O.F ;THE{ GUIDE

”
( _ .
Seeds sown on dry, hard. rocky ground fail to
develop. Seeds sown on meist tender welcoming soil

blossom into beautiful plantq with the strength to

.

regene:ate -

So it is with Dance Education in the public
school systems across the country. For vears, denied
the status of a fine art, dance was plastered with
throttling stigmas. Considered as ecommercial
entertainment or relegated to the role of developing
physical skillssand coordination, dance took a back
seat to the other arts and physical education activi-
ties, Although maust schools had dance activities in
the curriculum, they consisted only of imitative,
non-exploratory forms like folk, square, and social
dance. These activities provided convenient ways to
transmit proper sogcial behavior hetween the%g'xe.\

and traditional values concerning public physical*

-contact. Rarely were dance activities used or recog-
nized as vital to the total education of the indi-
vidual. The seeds of dance as a means to integrate
the cognitive, motor. affective and spiritual self has
struggled for existence in a hostile environment,
until very recently, when a significant segment of
our society began to turn the tide toward recog-
nizing this necessary integration. Concerned about
the loss of self-image and self-esteem in thls age of
overwhelming tuhnual accomplishment$, they
have urged edumlurl.s to mcorporate the fine arts
into the curriculum. not as fringe activities.s but’ as
the ¢ore from which traditional academic studies
sprmg -

Dance, as the probable mother of the arts, has
gradually shed its stiginas of entertainment, social
culturalization, and skill development. It has begun
to achieve recognition as a primary means to inte-
grate and expand perceiving, learning, doing, and
knowing. This is only right, because our movement
patterns and, dances reveal us to ourselves and to
one another more simultaneously and totally than
does our Jinear. discursive language. The effort,
shape, weight', and timing of our movements deter-
mipe the degree of success, working, and learning.
Dance has at last begun to find a receptive environ-
ment in education.

The purpose of this guide is to serve as a
resource for the development of local school district

.

-

Qo , i -
ERE |

!
!
/
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-

dance educagion curricylum guides. "l he following
section contains detailed information for l()(al
school district curriculum development.

This guide proposes a comprehensive, sequen-

«blg] development of a K-12 dance education curric-

-

ulum. In writing the guide. the authors ¢hose to
present the ideal model for.dance in education in
anticipation that qualty programs outlined in the
present might be realized in the future. The model
emphasizes a conceptual, holistic approach rather
than the traditional imjtative methods used in
dance education. oL L

The first section establishes lhe phlluwphlc
position of the committee toward dance 1 educa-
tion. Goals derived from this philosophic viewpoint
appear in a schema which focuses on individual and,
societal needs.

" The second section thoroughly addresses the
major aspects of the teaching/learning modes. of
planmnv for learning, of concepts. skills, and
knowledges hasic to a‘dance education. It empha-
sizes and details the nonlinear integration of the
cognitive, motor, and affective learning domains.
"This section includes models for plannmu/learnmg
units and proposes a retrieval svstem which makes
quick access to dance resources, informatipn. and
activities pm\ible This section concludes with the
“nitty gritty” of how to turn conceptual nk{lvrml
into practical leaning units and lesson plan¢”,

The third section outlines roles of suppol't and
responsibilities of administrators and teachers for
the development and infiplementation of dance edu-
cation programs. Physical facilities for dance;
scheduling. and time allocations receive deserved
attention. Recommendations concerning the
knowledges and competencies necessary for dance
education teachers have also been addressed in this’
section. ThE guide concludes with a substantial
listing of#iouq resources far dance educators.

- The schema (figure I, page ) on the fojjowing
page visually focuses the varied aspects of dance
into a holistic awareness and comprehensive educa-
tion., -

-~
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-Benefits

. PHILOSOPHY o R

N

Dance is movement elevated to an aesthetic

experience. From the first cry¢ of baby, to the last
feeble gesture of life, the humarn being moves and
reveals a personality through movement.. Life’s
experiences then, supply the source material from
which the dance creation springs. Dance provides a
universal meangof exprgssing all that cannot be put

: 3 . s » . v
into words Krom the beginning of history, dance

has playved a dominant role in cultutal develop-
ment, as worship, as ttual. as play, as art. Dance
reflects man's aesthetic need to create -ard appre-
ciate beatity and form. Since the instrument for
that artistic expression is the human body. many
conclude that dance ranks as the mother of all other
art forms.

Persistence and discipling leave their-mark on
all whe activ el\ engage in dance experiences. Thoge
involved in dance seek to become more flexible. to
learn finer control ot various body parts, to
strengthen and coordinate the entire body, to
expand the capac ity anfl range of movement vocab-
ulary, and to develop hodies_and minds as finely

tuned instruments of motion. All ()f this takes a
consistent anct prolonged permd of time which can
only be accomplished by frequent practice.

~Dance experiences free the body from inhibi;
tions and tensions, promoting ease and sureness for
the development of a more integrated total self.

Darice 1s a joyous, ryhthmic expression of the emo-
tional selt throughe movement. [ stimulatest the
imagination and provides a self-satisfyiniCexperi-
ence Dance fosters an appreciation for the body '
capacity and potential for movement. Dance offers

the opportunity for aesthetic and critical growth_

_and social development

ERI
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Choreography " ‘

Choreographing a dance requires not. only l’he :
knowledgable application of learned movement -
skills, but the ability to mlwrdle farm and content
It requites extensive knofledge of self, _the under-
standing of one's inner feelings, emulmns ideas,
and pergeptions of. the world. Only then— can the’
ch@eagrapher make discermng «hoices for the
propé¥ movement svmbols with which to reveal the
dance intent. <

The choreograplier learps to look at movement -
with critical eyes and realizes the pain and joy of
self achievement. In the process, hesshe also learns
to appreciate and respect the thher life and unique-
ness of not only the self but of others as well. Most
importantly, those elwged in'the total dance-expe-
rience become more receptive to the creative chal-
lenges and cognitive funetions of the mind. .

W

- - -

Role of Dance In Education § .

) .
The role of dance’in education is to provade all
students with ag opportunity to experiénce a wide, N
varied, and in-depth exposure to dance as an art
form. Dance educators have a commitment to teach
students how to use movement as a mediym of -
expression, to integrate the motor with the cognt-

tive, to exploré lhe bond between personalitv and
movement, and 1o streteh the lmdlkunml boanda-

ries of the edumtunldl processes, Tu be realized as -

an integral part ot education,1he dance experience
anust develop. progress. and grow toward clearly "
defined goals. Most important inthe establishment”
of these gualsys that they be tesponsive to'the needs

and interests Y ('dfh"lndl\‘(]lldl student. For rea-
suns such asthbse, dance should be ifitrinsic to the
edication of all students at’all.grade levels. T hew
~goals are defined in figure 2, page .



Figure 2
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Feelings. understandings. beliefs, attitudes. and
- behaviors related to major ideay (generalizations)
) and concepts about dance are taught and learned in
two modes. Use of the creative (problem solving) or
divergent teaching mode stimulates conceptual
learning processey. while teacher-directed (imita-
tive) or Lg}]\ ergent teaching encourages learning by
imitative processes. The total picture of learhing in
dance education consists of a dynamig balance
i between these two teaching/learning modes.

Cognitive. motor, and affective objectives can be
acgomph\héd through either the convergent or
divergent teachbag mnde The emphasis and choice
of mode will shift according to the nature of the
concept. thé ohjective and the selection of motiva-
tional resources and learning activities. Maest
» important. however, is that one’s teaching exem-
plify consistently one’s philosophy ofeducation and

view of how students learn and develop.

-

. oDivergent-Teac‘hing/Conceptual
Learning Mode

. The creatiye or divergent metpod requires that
the teacher draw from'a rich storehouse of ideas.
feelings. emotions, and perceptions which the stu-
dents transform intgy movement symbolic of their
own feelings. emotigns, ideas, and perceptions The
teacher must dfaw on his/her own creativity to
stimulate the students w hen pl'mmng and imple-
menting the lesson }

\
x Convergent Teaching/Imitative, -

;-Learning Mode

~

S—
The teacher-directed or convergent teaching

technique. This method requires that the teacher
possess an above average dance technique as well as

« theability to budld lessons on clear developmengal
stages'and degrees of technical difficulty. This
learning process which depends on observation and
duplication. should help students refine and master
the technical skills of dance. The imitative learning

, process also pyovides a basis for learning move-

« . -ments choreographed by others.

Limitations of mmitative or convergent teaching
suggest that teachers must be cautious not to use
this merelv as an opportunity for perfecting per-

students are chosen to demenstrate movement
Jbecause of their adv anced \kl“'\ or because they are
qunck and 1g|le at demunstmtmg movements as the

-

»
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v "mode is most frequently used for the teaching of

sonal technical skills or ego tulfillment. Secondly. if

1

] , EXPLANATION OF TEACHING/LEARNING MODES
.. ° IN DANCE EDUCATION _ S

. .

teacher verbalizes. care must be exercised lest they
get an emwerated lmpre\\mn of therr own self-
importance.

4

Nature of Dance in Education

.

The nature of dance in ¢ducation requires that
the primary emph 151s of th(- teac hln;,r learning pro-
_cess centers upon perceising, experiencing, synthe-
sizing. creating. and evaluating. Cognitive knowl-
edges, motor skills, and principles of movement
oceur simultaneously in the teaching/learning pro-
cess. Students absorb conceptsaddeas. and vocabu-
lary as they move and the dynamics of moving stim--
ulates full comprehension of movement ideas.

Final results. while generally considered less
lmpnrtdnt than prme\\c s and experiences, play an\
important part in personal assessment and overall
evaluation. Either covert or overt results appear in
relationship and in proportion to the predominant
teaching mode used. . .

Factors of Divergent Teaching/ -
Conceptual Learning

In planning the divergent.teaching conceptual
learning mode, the teacher selects and organizes a
vartety of informational, motivational situations in
_which students immerse themselves. (Sce Plan-
mng-Learning Schema. page ). These exper-

.iences should arouse new ar heightened awareness
and understanding of multiple factirs upon which
the objectives, concepts, and generalizatiops are
being focused. The teacher guides the student
through selected learning activities which spring
from the resources. ¢.g.. pretures, colored paper,
materials of different textures. sculptured figures,
slides, movies, elastic bands. and scaies. Addi-
tional motivational situations to observe movement
might include: field trips to construction sites, zoos,
farms, circuses. lake fronts, rivers. museums,
musical concerts. and, of course. dance concerts.
These experiences constitute just a fraction of the

" motivational resources from which to draw excel-

lent movement ideas. - )
The teacher then selects ¥earning activities to
synthesize the wealth of material collected from the
motivational experiences. The teacher might pose
specific problems or ask pertinent questions which
evoke individual movement responses Students
explore, discover, and choose which movements
they will do. their quality. timing. sequence, shape,
and space. The teacher continues to develop and

N o ®
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shape the ¢onceptual experience with additional
questions which guide the learning process through
its several stages to completion.

The teacher must be careful in structuring
problems and questi(ms.\m) much freedom, espe-
cially for the beginming student, results only in con-
fusion, chaos, and discouragement. Problems
should be <hort and uncomplicated, have a specific
objective. and deal with material to which the stu-
dents have previously been exposed. At the K-2
level 1, eg., this mayv utilize the basic locomotor
movements of walking, running, axial movements
of turning. the eflort of pushing} referring to'ani-
mals thev have observed for movement “ideas, or
moving to familiar songs. stories and poems. As stu-
dents develop and grow in cognitive and motor
knowledge and skills, previously learned material
can act as a springboard for further exploration,
while problems and questions can and should have
multiple and more encompassing objectives. *

More comprehensive problems might include:

1. Revising a movement phrase originally done

in one quality in another quality. '

2. Using a particular step pattern previously

learned as a basis fox developing an inter-
. esting movement phrase or dance study, with
variations on that step pattern.

3. Using the rhythm of their names on which to
* construct movements.

4 Changing the spatial patterns of a previously
learned sequence.
* <

On the high schoollevel. when a lm'n\foundalion
in movement education from an aesthetic view-
point has been established, the various facets of
dance which have been studied individually will
come together in more advanced and complicated
problems. Problems on this level might be:

I Constructing a dance in ABA forms, Stu-
dents will previously have read about, dis-
cussed,and fully understood this particular
form as well as have developed movement
vocabularies and understood the difference
between a dance <tudy and a dance. Y

2 Developing a dance which is abstract, based

on feelings resulting from various colors.

. ¢ 3 Emphasizing <hape as a focal point, build a
dance in rondo form,

4 Building a dance around the idea of destruc
tion and despair.

Q L]
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Role of Observation in Dance «

? Inherent in the conceptual and inductive

teaching/learning mode is the necessity for both
the teacher and the learner to be keen observers. In
addition, the teacher must be sensitive to the high
and low points in a learning situation, appreciating

the individual as a unique personality, not only in

terms of individual movement responses. but also’
in terms of each student's distinctive learning’
mode, encouraging each with constructivecriticigm.
These understandings provide the teacher with an
aid to determining the content of lessons, gain

"~ "mnstructional insights, and assist in the essential

evaluation of the student and teacher behavior. The
teacher must know dance, be able to observe dance,
and be able to articulate what has been seen, in
order to facilitate learning. The learner rhyst
become aware of the feeling, meaning, significance
and joy of dance experiences as a pertormer and as.
an observer. What makes the dance experience dif-
ferent from other forms of physical education is the
purpose and the way in which thejlearner uses the
content. Movement, as the content ‘of the dance
experience, is used fqr expressive purposes and as a
means for communication.

#

Role of Evaluation in Dance

13

The process of synthesis and evaluation should
help the learner to comprehend the implications of
wwhat has been experienced and also permit other

mbers of the group to share their understand-
ings. feelings. and resulting products with one
another. This group sharing will broaden each indi-
vidual's viewpoint and permit “testing” of their
beliefs. Evaluation should also permit the teacher
to determine to what degree he/<he has been effec-
tive in organizing and facilitating the learning pro-
.Cess.

Covert responses such as valuing, appreciating,
and contemplating are personal and difficult to
assess. These responses form,the basis of self-actu-
alization and educational growth. Progress in these
areas will be exhibited through student gttitudes
such as enthusiam, commitment, involvement, con-
templation, acceptance and physical changes such
as postural isprovement, movement efficiency, and
increased coordination in the demonstration of
original movement. Achievement of covert objec-
tives usually will be based on inference from stu-
dent behavior. _ :

Overt responses consist of two possible types:
immediately observable acts related to the acquisi-
tion of specific skills or knowledges; and long range
observable dcts utilizing and practicing acquired
skills and knowledges. +

16 _ '
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- Performance in dance class provides. an overt

_meany of sharing with uthers that which has been

Q

syatheszed and created In the varlier grade levels,

performance,should emphasize sharing of the expe-
rience*with others of the dass. In the later grades,
the performance can become more formal in struc-
ture and setting. Vigdeotaping class demonstrations,
compuositions, rehearsals, and performances offers
acceptable means ior the performer and, or creator
to view and evaluate his,/her work.

Pre-tesgs and post-tests provide another means
for students and teachers to evaluate cognitive and

et a

' Conceptual learning based upon exploration,

discovery. and application requires many and
varied resources. Imitative learning based on repe-
tition requires different approaches and resources
from those used in planning for conceptual
learning Howgver, both modes share certain ele-
ments essenlml lur planning a meaningful,individu-

alized learning experience
-

Essential Elements of Conceptual
Curriculum Development

1. Development of a conceptual framework
stressing the major ideas in dance education.
In this guide, the framework has been
broken down to cover areas of learning
appropriate to each grade/level. Additional
concepts should be developed which reflect
the major area of awareness for each level.

2. Development of basic subject matter content
(skills, facts. materials, activities) to be used
by the learner as a vehicle to form responses,
communicate meanings and feelings relatéd
to the concepts and major areas of aware-

. aess. Skills and knowledges basic to a com-
.prehensive curriculum in dance education
should be established for the cognitive,

. motor, and affective domains of learning for

» each level. (See Dance
Cognitive, Motor, Affective Skills and
Knowledges on pp. )

\

3. Development of evaluation methods to assist
the teacher and student in comprehending
the effectiveness and meaning of the learning
experience. (See Skills and Knowledges on

pp. )
4. Development of a retrieval system permit-

* ting quick and easy identification of varied
‘resources which will serve as a library for
~

RIC -

-

ucation Content:

\_\)

. -

motor accomphshmenl Tests ma& be written, oral,
motglor aesthetic in nature.

S dance is a perlurmmg art, it does require
that students have an opportunity to perform.
However, utmost care should be exercised in han-
dling the performance experience. While profes-
sivnal dance rests on and values the product, which
is the performance, dance in education places
greater emphasis on the process of learning. This
process enriches the quality of life and ex-pands, per-
sonal horizons.

PREPARING FOR CURRICULUM PLANNING

motivations, informations, activities, and
processes related to the ohjectives of learning
experience. This may be organized on
keysort cards (see Keysort Retrieval System
onpp. ) or listed on index cards or+h cat-
alogs.

5. Development of appropriate planning form/
s for use by-teachérs in organizimg learning
units. (See lLearming Unit Organization
Form, pp. )

Addmonal Elements for Imltatxve
Learning

The choice of informatipnal rebources, learning
activities and means of evaluation constitute the
major differences between planning conceptual’
learning experiences and«mitative learning exper-
iences. Additional considerations in planning for
imitative learning experiences should include: ~

1. accurate, clear demonstration of movement
material kywteacher or qualified student/s,

o

accurate, clear, imaginative explanation of
movement material as necessary by teacher,

3. se]ec\t’i‘an and use of images which might
heighten student awareness and feeling of
movement material,

4. consideration for the sequential and devel-
opmental nature of a fechnique class.
Manuals outlining the various approaches to
the organization of technique classes are
listed in the bibliography, and

5. careful attention to positive, constructive
corrections on alignment, placement, éxecu-
tion, performance for each student in every
class session. :

Iy -
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CONCEPTUAL FRAMEW(Q{K
% T : »

The concepts identified under each of nine . "This hierarchal structure describes the learning
broad ueneralualmns hate been developed' ‘sequen- process at any age and provides a framework for
tially The format chosen to introduce the umcepts organizing the learning experience. The GENER-
for each level is: . ALIZATIONS and variant CONCEPTS should be

, used as a béginning resource in developing local

Level I ( K- '2}’#_ Experiencing 'school curriculum. "Additional GENERALIZA-

Level 11 ( 3- 4 — ° Discovering - TIONS and CONCEPTS should be identified a8

Level III . (5-6) —  Understanding the sensitive teacher selects and organiles learning

Level IV (7-9 —  Knowing experlences which are appropriate and stimulating

Level V (10-12)  —  Applying to the unique needs and capablllt,les of his/her stu-

knowledge and dents.

skills . »
4:'
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: . CONCEPTS
) : . GENERALIZATION LEVEL:\-\ |
; , ,
CONCEPTUAL FRAMEWORK I
A
v AESTHETICS - Since” Movement in an apen,
. movemeént s the medium -~ creating environment .
, . . ofexpresston In dance, 1t s can be a jovtul, aes
. o ) > . essential that 1t be enjoved thetic expertence.
- T as a purely sensorv, des-
. . - thetic expertence. exclu- .
! . o sive of a utilitarian goal . .
. .
- L4 ‘ ’
1
—
ELEMENTS - The ele- The human bodv iv
4 : ments of time, space, ahd capable of ocomotor
¥ : energy, 1n*the cognitive as and or axvial move-
‘ ) g well as atfedtive sense. ment ) .
/ must be fullv understood
' . to come to a tull know’
°N . ledge ot dance as an art
' ’ form The dancer mustde-
¢ . ‘ velop a movement vocabu
. - lary to communicate elo
. . . quently Z !
‘. ‘—
. o Lot . KINETICS —~The laws of The laws of physies
- B phyvsics. 1e gravity, can be expenencet n
) . ‘ R centrifugal force, torque, evervday movements,
X ‘ x " balance. ete applyvdirectly
X v . ' to any moving bodv. This ’
: ) kind of understanding en- .
, ables the developing s :
. ' dancer to perform with the (ﬂ-&%},
. greatest —efficrency and .
L. s . . economy of energy. « -
-, , i ' -
_ v - . ~ N . .
. S ’ SELF-AWARENESS - To The human body is
" L achieve the greatest per; capable of experi-
. : ) - sonal pogential in every- encing particular ways )
. . o — . day hving, 1t is necessary of moving dependent
< . ) to come to know oneself as on Joint actien and
. . a moving being by learning skelgtal-muscular
y - , one’s strengths as well as ’%ll‘ll(‘f\lr(‘. 7
’ . weaknesses ‘This includes N
. 5 tapping both phvsicgl as
. well as creative potenttahi- )
i . ties. ’

Q ( , .
ERIC = w19
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CONCEPTS
: JLEVEL - 1l

Discavering one's
“abihity o percene the
aesthetic elements ex
pands thegndividual
ae~thetie
and abihty

response

.

CONCEPTS
LEVEL - HI

.
v

Faperience moall
arts meredases 1he

it the
vid

Lal's understanding ot the

CONCEPTS
LEVEL - 1V

hnowledoe of the tor
mal aesthetic proper

Lles processes, en

aesthetic elements md en
hances the quahity of b
her dance expenences

pands one’s by o
It \imlld to one’s sur.,
toundimgs and to cre
ate dances which are
daestheticay pleasimg

CONCEPTS
LEVEL -V

Knowledae and com
petent mantpalation
of the sensory and ton
mal propertios ol daes
thetu s cnables one 1o
choreocraph m a e
atively  expressne
mannet relating the
dance 1o other art
forms and muakes pos
sthle the cnitical eval
uation ot dance works

- ﬁ‘

£ .
Combinations ot
movements (redate

s patterns
[
The discovery of the>,
©oprmaples of  physics
correlates with and re-
intorces the <en-ory
evperience 1In mote-
 ment
Discogery takes place
through a keen devel-
apment of awareness
ot changes in use of
; space time, and en
eroy "
+
o .
'ERIC «
.

The manmpulation ot the
element of Pace. tine
and eneroy alters nove
menty )

Through practice, one can
understand the primaples
needed tor efficiept move
ment

Understanding the pro
cess of creating movement
pattern~ and performing
combinatipns ~ingh and
with others challenges
one’s mMmagindlion, one's
phvsical capabihties. and
one’s soctal development

|

[ herdevelopment of g

finelv tuned nstru
2 ment the body 1~ nec
t~~aly to use the

movement vocgbulany
oot

Kngeimg how to move
etHlciently
the range of 'move
ment possibnlifies

1N T edses

Further total develop-
meht of shills based
upon the knowledge of
hasic laws and kines-
thetic awareness tat a
time of great phya-
cal and emotional
changed are demand
ing. ~timulating, and

selt (Hﬁlp("flll\("“':”
H [

.
A

The mampulation of
the elements of dance
by the well taned i
~trument provides a
Mmeans tor expresston

The knowlecable ap,

plication of the laws of

physics produces ghe
&

techniqire necessary
!

tor efficient execution

and or cregtion ot

dunce

*

™

’

A naturing nn(\mm'm
shill makes compe-
tence possible in ap
plving meantatul or-
Lanization of thoughts
and teelings imto aes
thet movement com-
muntcation and  pro
maotes self-confidence
tn ordinary nonaer
bal communication

N

©
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GENERALIZATION

”

‘ KINESTHETICS » Our
sefses provide both plg;,,z/
surable and purposeful in-
formation about ourselves
and our environment. The
sensory. modality of pri-
mary importance to moye-
ment is the, Kmesthetic
sense. Through this sense
and related sensations
from the skin and muscles.
perceptions of body posi-

: tions., of directions of
movement through space.
of speed of the motion, of

. degrees of tenygion and re-
laxation. and {of’ rhythpue
movments dan ‘become
more acute

- .
SOCIALIZATION - In ¥

moving with others. a <o-
: cial sense of unity and co-
opetation 15 developed
and achieved: This 15 not
only apparent mn the per-
formance of a dance. but
also mn the give and take
- required for the creative
efforts of group composi-
tion. *

CULTURALIZATION -
The study of folk and eth-
dance provides an op-
. " sportunity for the devélop-
ment of -good citizenship
because it develops an in-
terest not only in one's
own culture, but alo in
that of others. Our future
will depend on greater in-
tefnational understanding
and knowledge, and any
! means of accomplishing

. this will be important.

CONCEPTS
LEVEL - 1

Body movement is a
pleasurahle experi-
ence

¢ .

a
Movements created
and/or performed by
one person can stimu-
late the movement of
others. )

. .

Participating in

dances from different
cultures as well as our
own 1s physically,
mentally, and emo-
tionally stimulating.

~

-




. CONCEPTS
© LEVEL - 11

One can discover
through movement

the veneral relation-»
~hip ot bodv parts

pant anglés, speed of
motiort, and degree ot
CNETYN

-

EONCEPTS
“ LEVEL - HI

- B

Through mcreasing Kintes
thetic @@arongss move
ments (/gT) bee e
ratels
controlled ‘

decyy

v .

directed and -~

~ " { \ -
(4

. (:()N(‘mffrs

" *HEVEL - 1V

]

] .

~ LR}

Becoming more aware
ot postural, <patial,
temporal.¥and energy

relationships waill re

~ult i more coordr- -
nated A;ld (‘tﬁ(l\nl
noy enrent

<
. -
LR
) ] .o
-

L 2

e ' ~@
P PR
- €

“r

~ e~

CONCEPTS .
‘LEVEL - V

Throgeh the Con

CsClous manipulation
ol hodyv positian,
speed of ametion, and
degrees of tensions
and relanations, the
expressive nature of
dance i realized

Dance provides anop-
portunity 1o discover
Jintormation about
other people |

A

Pertormance encour-
ages one to become {a-
miliar with the cul-
.tural setting where the
dances originate and
10 become vicariously
acquainted with the
people who perform
them

ERIC . ‘

.

L)

A -
When o dave, iv per
tormed, we =can imder
stand that evegy persop

mvolved 1~ important ‘to
the <uccess ot that par
torntNn e -

. )
"Folk and ethnte dances
Y »
prestde a basis tor under-
standing the philosaphical
beliefs. ~oc1al sa<tems and
motvement norms of other
cultures and for compar
ing these with our own

o ¢

Knowine how tocre
date and pertorm U

. dance requires both

. R y-
gtatinve 1gd o
operation >

<

.
By authenticating the
cultural ¢nvironment
in which the pertorm-
ancemmht occur, ong
cdai become a part of
the culture where the
dunces origimate

{ total dance produ
Lion requires the
. hnowledaable applica-
tion of the-contribu-
tions and cooperation
‘ot «Boreographers,
* pertormerss et de-
signers, hehting de-
s1gners, hands,
. dyrectors, producers,
"7 program and costume
-destgners, publicity
director<, and ticket
sellers to result in a
successtul event

~faye

(horeographie ‘ma
nigglation ot tradi-
tonal sty les tor study
and performance pur-
poses promotes ac-
ceptance of pther cul
tures. diminishes
sintolerances of other
peoples and ourselves
and opens the door 1o
the development of
positive  relationships
between ourselves and
others
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‘R PV ETA
lml)lvm\ mnlmnlmg N Y
crety will onhv be solved
through constructne cre
ative thinking Through
the act of (re M move
ment, ftexpermentdion,
problem solving, improvi
<ation, and composition)
one s required to mahke

choces, disermminate and*

be able to tormy move
ments 1nto phrases and
farger compositions aswell
as to evaluate indnadual
and group etforts

c

\N AN Open enviro-

ment, one experiences
movement for move-
ment’s sahe and s free
L~ solve movement
problems has manv
\Ulllllnn\“

-

APPRECTVTION

Thongh becommye o pro
tessional dancer wall be
the goal ot onlv avery tew
performing otters every n
dividual the opportunit
to better understand
dance pertormance when
s viewed  Fducated
dance audiences tor pro
fesstonal performanecs are

‘worelv needed Fhe view
g of the works of great

artists v turn gives back
under~tanding and en
riches the dance educa
tron,. ‘

Sharing mtormal per
tormances with one's
prect~ p[t)\l(l(‘\ A en :
nchimg learning expe
Hence
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CONCEPTS CONCEPTS . CONCEPTS CONCEPTS
LEVEL - 11 LEVEL - 111 LEVEL - IV LEVEL - V
| In an apen environ By manipalating move Kngwing the prina The apphication of
’ tent one sona dison ments, one begins to un® ples of composition creatine thought to
} er~ throngh the crea derstand the deselopmen provides the necessan the principles of com
Tive process that vach tal process i creatimye tormula i which the position providies the ‘
movegient prohlom dance study dance theme 1dea s necessary  frameworh -t
hoes mfny solutons . detined and developed by which individual
* ) T dance statements can
be expressed either in
. . a traditional or an .

nr‘&nml torm

|
4 . ’
\ . J
K b ®/ Al
v ~ v . N
1 <
‘ . , . -,
\ . .
| Phrovgde abservations Opportumties to alevelop Faporiencmeggand The plainnmg and exe
R Ob prThorIances  ong < the <kills ot evaluating knowing the disaif¥line cution ot q tormal
Lo hedotes aware oty dance enables one oo Ol pertormand e~ an dance program de
varsety ot dance torngs prove ones own portonm T contribute to g eposi mands a FIZOLeTs dis
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DANCE EDUCATION CONTENT:
.COGNITIVE, MOTOR AND AFFECTIVE SKILLS AND KNOWLEDGES

v

LEVEL1

LEVEL 11

—'

I. COGNITIVE

1.1 Principles of Movement “

-where joints are
-right/left

« -inward.outward
-body parts
leatling
-supportung
-rectiving

~

-gravity

.

-

— .
-range of Jomts
-halance

-design tor one
l)()(]}
-organzation of
me

1.2 Locomotor Mo ve i et i —

K

-walk
-rin

-hop
-jump
-leap
-skip
-slide
-gallop *

v

“yle turns

-hopsa (step-hop)
-schottische
~mmple polkat
-prance

-~

1.3 Axial (bo;iy) movement*

-
.

..

-push, pull
-rise, {all
-teirn
-stretch
-swing
-punch, strike
-sway
-twist
-dodge

/ -shake
-bend
-sit
-kneel
-crawl
-roll

2 - 25

-flexion
~extension
-isolation
-sustained
-collapsing
-pereussive

'
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LEVEL I ‘ ” LEVELAV. *  LEVELV

v / = \
’ re : ) . -
} -abduction - ‘ . -centrifugal force - -elevation i )
-adduction -centripetal force . -stage space - v Y
— -circumduction “torque _ traditional 5
-alignment ) -design for large non-traditional CE ¥
. -inertia , - groups environmental S
‘ “design forsmall . - pbreath rhythms ,
| groups /
i « » -motor rhythms .
N
| -leap turns -jump turns -refined, more -
| -skip turns -spotting for turns articulated turis N
-waltz turns | ' -beaten jumps - -refined meving
| —~  -true polka . -formal carriage of elevatians: a
| " -triplet runs upper torso/arms a. 2 foot takeoff, N .
| -grapevine -combination of _" 1foot landing .
} -waltz - " jumps, leaps, turns b. 1fqot takeoff, . .,
| *  -tango, rhumba -moving falls Co 2 foot landing e
. samba 4 -moving falls from .
. elevations .
' \/ - - {
. °k.
-lunge ' -contraction -refinement/clatity
* -gesture : -release ., of axial movements
| -stimulus -combine 2 axial -axial movements in ’
-impulse movements in different combination with . ¥
A -suspension parts of the body locomotor movements
| -vibratory ' -clear articulation . which~counter- . .
| ' of all body movemerits " balance
| . ' -multiple focus for axial
;' , . movements

O

ERIC ' :

.




LEVEL I LEVEL II

 —

14 Space—

-Directions -patterns
forward, backward, air, floor
sideward -diagonal direction
-shape -levels
symmetry/asymmetry vertical <
straight line horizontal
curve line -general/personal space
- roundness ¢ -directional facing )
circle -focus
figure 8 -range
square . close/far
triangle small/large
- -parallel
-design

negative space
positive space

-

1.5 T v\ |

. . ' -slow/fast * -beat/pulse
. . -gradual/sudden rtempo (speed)
: -short/long -measure (meter)
-soft/loud . -rhythm
-accent -phrase
-quick -duration
. -non-meter
-pattern
-rests,
pauses

o stillness

1.6 Force (Quality)—

-weak/strong -percussive
-swinging/shaking -sustained
-sharp/fluid . -pendular ‘
-soft/hard -collapsing
-stillness/activity -weight

\ N -rest/motion -touch (firm, fine)

- -22




LEVEL 1 \ LEVEL 1V » LEVEL V ) v

<
.

e,

Mass -stage -use of performing .
Lolume -directions space
-planes upstage traditional ’
design downstage non-traditional o
parallel movement \ stage nighit>( environment ’
contrasting stage left ° .
* direct, indirect center stage . T
-angular -stagerdesign ) . .
\ , \ 4 * . o
R
.
« P - . »
R
, Y
.
-rhvthm -AnaCrusIs -dance accompaniment
resultant -accompany others sprinciples of
accumuldine with percussion & plaving
-svncopation vocal sounds ) scomposition
- ot accompaniment
stape manipulation
-selection of
sounds for live N
3 . accompaniment ‘

-suspended ] -kinesthesia . ‘
-passive/active -dvnamices \
- -tension/relaxation .

" -flow (bound, free)
-projection of movement .
-energy of movement ;

ERIC ®o2g ’

Aruitoxt provided by Eic: .
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»

-

K

-‘singihg games
-repetition
-exploration with
single elements
of time, space,
energy
; ‘ -periodicity

B

demonstrations, or performances at any grade level.
concentration while performing

learning correct focus in relation to’audience

learning to appear in performing area precisely on time
realizing the importance of rehearsals .
projection .

learning to work cooperatively with others

>

N Qv w0

ERIC | : } —

T 1.9 Creative Skills* |

LEVEL I °

’ ’ 1.7 Form”

-pantomime

, -unison movement .
lead/follow
-sequential movement
-antiphonal movement
.variety
-simple folk dances

.

1.8 Performance Skills#‘,

The performing skills listed below are general in nature and apply to showings.

learning correct facings in relation to sightlines of viewing audience

-explorations
-problem solving
-improvisations .
-manipulations

.simple folk dances
of many nations
with background
information

-artists-in-schools

“ -explorations g
-problem solving
N v .. o
[ ‘ < .
v A}
‘ - £
. ) = - = LY .
§ 1.10 Dance Heritage/Historical Perspectiv
- -y ﬁ , i . - #
. . .- »
- -singing games
2 ' : o -artists-in-schools
, c c .
o
P 3 )
29
o ' 24
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LEVEL 111 LEVEL 1V LEVEL V '
A
o - . . , ' .
.
-choreqgraphy -harmony /balance -random form '
+-movement theme -climax -organic form
: -sequence -pre-classic -rhapsodic form
-transition ) -dance forms -fugue
-phrase AB -style X
-contrast - . ABA -complemeritary
-manipulation . . . round movement
- -abstraction rondo
. : canon
. N ground bass I . . .
theme/variation’ v
of
‘*
= o - v
-
¢ " *
* N &
N
. s
: .
|
- s \ €
-phrases which -short dances -longer dances
. express : sabstraction . of greater depth
( *ideas : . -literal -experiment with
sfeelings -choreograph using makeup/lights .
’ semotions props/costumes
-vary phrases by
‘ changing elements of:
*time ; -
~sspace | \ .
) senergy : .
-experiment with
props/costumes
T . .
- -complex folk o -relate folk dance -contemporary trends ,
1]
dances of many - to court dances, -dincers/choreographers
nations with \‘\»m *ballet -artists-in-schools
background information smodern
-artists-in-school ~ stap/jazz . .
. sethnmc
» -artists-in-schools
’
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Aruitoxt provided by Eic:

LEVEL . LEVEL 11

1.11 Dance Appreciation —
. d -general response to -verbal response
other's dancing spositive stressed
«facial expression «if negative,
sapplause must suggest
eattentiveness how to improve

-attendance at
dance performances
M

2. MOTOR: . .
2.1 Principles of M ovem e (N

. . . I3 * . . "
Experiences with all items listed under *“Cognitive.

p] k3

2.2- Locomotor movement

ExperigeCes with all items listed under “Cognitive” for each level plus the following
under @ach level. ‘

M AAGA A
. LEVEL | : ~ LEVELI
" ' -Simple 2 form -Heel-toe Polka
combinations -More complex
, 2 form
combinations

Jand 4 form
combinations *

2.3 Axial (body) 1110'Ve 1 € I 1,

Experiences with all items listed under *“Cognitive” for each level.

2.4 Spaceh'—

Experiences with all itéms listed under *Cognitive”.for each level.

& .

r~

3]

26




LEVEL I ‘ “LE\'EL AY LEVEL V

bring -reading hsts -written critigue

reviews by -discussion - of protessionat

rectgnized -attendance at performance

dance crities dance concerts -attendance at .
. ol protessional . dance concerts

companies
attendance at
dance performances

LEVEL I LEVEL IV LEVEL V
-Other more complex - )
combinations -Speg'l\ic techmiques -Maximum
-Alignment. projection “nall Styvles w  development
flexibility . strength -Landings, elevation, of bodv tor flexibility. '
-Emphasis on technique endurance : strength, ’

‘.

-Variations coordinations and

endurance

: . » ’ .
) . : . \ )
O . ‘ 27 L,
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2.MOTOR: (cont.)%" : - : (
.55 T 1
Experiences with all items listed under "(:ogniti\'enff‘)/&a(‘h lavel, plus the following
under each level. g

- ' o LEVEL | LEVEL I
a R ) oy
o -Rhythmic patterns from  -Locomotor patterns
- echildren’s names from rhvthmic patterns
S from simple poems -Rhythmic patterns .
- - L e —
o~ and Songs from locomotor
. emeters 2/4. 4/4 patterns
l

-Meter 3/4
Allitems listed
under “Cognitive”
- ‘prerliment with simple-

percussion instropgents
with above items

2.6 Energy

Experiences with all items Jisted under "(*ogmtiv%” for each level

~ - v
N :
2.7 Form i n
A
Experiences with all items listed under “Cognitive” for each level.
- — - S
N e

2.8 Performance Skills

Experiences with all items listed under “Cognitive" which are appropriate for the grade
-~ level and type of performing experience. ‘

4

. I ) . ‘ N "
2.9 Creative Shills #
N

o

Experiences with’all items listed under “Cognitive” for each level. w

2.10 Dance Heritage/Historical Perspective—

Expériences with all items listed under *'Cognitive” for eac}\lgdéel.
TN ' -

EY »

‘:(2.11 Dance Appreciatio’n—

Experiences with all items listed under *“‘Cognitive" for each level. .
~ .

.

[N
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Aruitoxt provided by Eic:

. -Meter 6/8
. -Play percussion to

RIC

LEVEL I

accompany one’s own
movement

-Use vocal sounds to”
accompany one's own
movement

LEVEL I\

™ Meters 774, 9/8. 12/8.

5/4.1/4
-Anacrusis

sAccompany others with
percussion and vocal

sounds

S

-

LEVEL V'

Nothing additional

.



AFFECTIVE: ‘ : =

) C -
Affective responses to dance experiences at any Urade lev ol in addition to the cognitive and motor
development, are a valuable and essential means of ey dlll(llll\] program effectiveness, Sucl open ended
inquiry subjectively elicits one’s mner feelings and emotions.

. . R

,

¥
A

f

. / . . .
3.1 Possible questions to evoke aflective responses might include:
S
¢ © oWhat is it like to move tomusic?
*What did_vou discover about your body:and its parts?

.*How much space cj;e\ vour l)od\ need when vou move?

*How do vou feel when someone invades \our,,space
«Do vou preter movements that are strong and foreeful or light and soft”

«T'ell what it was like Lo create a dance. ) .

hi

«Did anvthing happen that made you frustrated or happy” Excited or happy” Elaborate!

+Did you teel like vou “belonged™ to the.group? What is it like to work together to share ideas and
create a dance” )

«How is dance difierent from other thigs in “gym™ . y
Y *Do vou enjov dance experiences? Wli\"? Why not”
A *How do vou feel when vou express vourself in dance? Does dance help vou to e\p'rpé.\ vour
“mside” feelings? - 5 . / .
: ¢l rhythm imperlam to vou? Why? : - > . .-
’ “How do vou teel about yourselt in relation to others? T'o the environment” ) ) o,
- 3.2 Possible areas to pursue affective inquiry |
. at the appropriate level ot de\elopmerzl might inchide:n e
' °App,re(:ialiun for the potential of the human budy. : . ‘ ‘ K ‘
*Enjovment of dance movement for its own sake. ’ '
, °.»\ppre('1aliun of the significance of nonverbal communication m all human interaction.
«Increased ak’arene.\s of qualitiesof movementand their expressive meanings.
*Respect tor dance’s contribution to the developme‘nl of a positive self-concept.””
N e
«Satisfaction of performing for an audxence sharmg crealne exploration. .
«Development of poise and confidence through dance )
-+Enjoyment of positive interaction in human relatlonshlps throijgh dance experiences.
)
J- «Deepened aesthetic perception and appreciation of dance and its relation to other art forms
% and disciplines. LT
. ‘ °Appreciati<m of one’s own cultural heritage and the unique oﬁ"erinés of others cultures.
°bensm\|ty to details of styling in the performance of social, folk, ethnic, historic, stylistic and
modern dance fdrms. . -
Enjoyment of experiences in using dance improvisation as a tool to dance tnovement and form.
+Awareness of perfermer-audience interaction. . , . ’
*Enjoyment of partrcnpatmg in solo and group choreographé ) . T
*Respect for the enduripg qualities of dance. .. Y
’ Q \

EMC : ; ' ,‘ . 30
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RETRIEVAL SYSTEM FOR CURRICULUM PL

- .

The conceptual approach to curriculum devel-

opment requires that the teacher courdinate a
\an : uf resources, informations, learning pro-
cesse /actmtnes and .evaluation/synthesis proce-
dures which allow for a reasonable variety of indi-
vidual responses -to & problem. In developing
curriculum at the local level, the volume of
resources and dance processes would become too
cumbersomeznd inflexible when grinted, bound, or
placed on index cards. The recording of this infor-

mation on keysort cards (see Keysort Retrieval ’

System, figures 3, 4, 5, 6, pages , , «, )

provides an informational retrieval system which is
compact and permits retrieval of all information
related to the instructional program according to
generalizations or a varrety of other categories.
Since each piece of infprmation related to th®
instructional program is placed oh a separate card

- and notched for retrieval according to appropriate

categories, the system allows for. a curriculum
resource bank which is constantly evolving through
the modification and elimination of the cards or the
inclusion of new information. This system allows
for great ﬂexlbnlltv elinvinates the need to “plow"

through the same ground each time the curriculum -

is revised, and provides a variety of choices Wthh
pertain to a particular situation. .

This mforn%atmn retrieval system is not an end "
in itselt but rather a tool which will enable the
dance educator to utilize his/hér planning and
teaching time more effectively and ‘imaginatively.
The organization of curriculum information in ‘this

. manner requires that the uset be personally

involved in decision-making, which-is not always
the case when curriculum guides are prinfed,
bound, and placed on the shelf. In addition, a

variety of printed statements or guidelines may be»

developed from this resource bank which may serve
such purposes as lesson units for teachers or stu-
dents working independently.

Categories in the System ) .

The categories indicated on each side of the
card correlate with the structure and content
presented in this curriculum guide. The organiza-
tion of the¢categories “and placement on the card
seems appropriate and consistent with the contents
of the guide. While the categories under “All Gener-
alizations,” “All Concepts,” and “All Objectives”
will remain standard in any curriculum, those listed
under “All Resources/Information,” “All Activi-
ties/Processes,” gnd *“All Synthesis/Evaluation
Procedures” are e amples of the many possnbnlmes
which exist. .

NING

The selection of categories, placement on the
card, and relative importance should be consistent
with the dance curriculum which is de\elupe}l at
theslocal level. . P

Materials

1. Keysort Cards K5S-371N-503/W17963CH
Ordered in lots of 1,000 or .2, 500, from
McBee Systeps
611 N. Lynndale Dr.

Appleton, WI 54911
(414) 793-7671

2. A long ‘tray or drawer to house the cards
which is no wider than the horizontal length
of the cards.

3. Notching punch to notch the cards. This
mechanism can be obtained from McBee
¥ Svstems. ) N

4. A 127-14” cyclindrical metal rod no larger
than the diameter-of the holes on the card.

S[exgdersknitting needles work well, or IBM

makes a metal rod specitically for this kind of
retrieval system.

Notching the Cards : e

Note in Keysort R{trieval System figures (3, 4,
5, 6) that each card is notched according to the
nature of the information on the card. Notchiny
several items on a single card acts as a cross-refer-
ence system. Notching sgveral categories also
means that cards do not have to be grouped in the

_tray by individual category. Cards of any category

can be lo¢ated anywhere in the tray and still
retrieved quickly.
~ip

, . 3.
§tep-by-st¢p Procedux‘%e

. The object will be to find séveral bits of infor-
mation to érganize a learning unit in aesthetics,

1. T6 find the generalization on aesthetics.

a. Refer to Keysort Retrieval System: Aes-,

thetic Generalization figure 4). . ,
b. Insert rod into all cards in the tray
through the notch marked ALL GEN-
ERALIZATIONS. .
c. Lift all cards from tray. - 4

IS




<

o

.
L4

d. Cards with category ALL GENERAL-
IZATIONS notched will fall from the
rod into the tray.

e. Remove the cards from the tray before
replacing the cards remaining on_the
rod.

f.  Since there are only nine generalizations
in this guide, one can easily sort
throught the nine cards which have
fallen from the rod to find the Aesthetics
Gen'eralization. . '

To find the Level I Concepts for the Aes-

thetics Generalization:

a. Refer to Keysort Retrieval System; Aes-

thetic Concept Level 1.

b. Insert rod into all cards in the tray
through the notch under ALL, €ON-
CEPTS-BY GENERALIZATION
marked AESTHETICS.

. ¢. Repeat ¢, d, an®e above.

d. Since there are only five CONCEPTS
under each GENERALIZATION in this
guide, one can easily find the Level I
concept.

e. This concept could also have been found
by inserting the rod through Level [ be-
low ALILC;ONCEP’I‘S BY LEVEL.

:!

« 32
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To find all OBJECTIVES for Level I '

a. Refer to Keysort Retrieval System; Aes-
thetic Objectiyes for Level 1.

b. Insert rod into all cards in tray through
either ARSTHETICS under ALL
OBJECT&ES BY GENERALIZA-
TION or LEVEL I under ALL OBJEC-
TIVES BY LEVEL.

¢. Repeat c, d, and e under #1 above.

d. "By additional sorting one will discovér ™
all Objectives for the Level I concept in
Aesthetics. Additional objectives should
be identified as the need arises and
placed in the system. '

To build the Learning Unit.
. -

* The next steps involve procedures similar
to those described above to find appropriate
metivations, activities, skills and knowledg-
es, and evaluation procedures. The teacher
must then make active choices to determine
the most appropriate order and usé of the -
materials to build the Learning Unit and in-
dividual lesson plan.

B
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KEYSORT RETRIEVAL SYSTEM

(o]
. . g :
. x 9 ALLSKILLS & KNOWLEDGES
5
BY LEVEL % § § . ,———ALL GRADE LEVELS
L R vV IV mon 1 T T vV IV a1
v} l ‘
o ¢ ,:\\ ALL RESOURCES/INFORMATION— @|Ren R RalRs R) Re RIIR4 RY AJ ‘J»fﬂ. . M
¥ -~ - \EXAMPLES) - — .
T BOOKS— =% - HHS —ALL GENERAEIZATION
RECORDS— anfE HEM ~—ALL CONCEPTS -
14 1 ~
FILMS— L] . - gb —AESTHETICS
. } : ®
v— ~e . D —ELEMENTS
v _ MUSICAL INSTRUMENTS-- " s , 4 E- —KINETICS
' . ARTWORKS— 5 ’ i B —SELF AWARENESS
' 1
, SLIDES/ TRANSPARENCIES— ~ . =a ~KINESTHETICS
” &
) COSTUMES/PROPS— ~o 4 —SOCIALIZATION
h ©
. FIELD TRIPS— "ol 2 —CULTURALIZATION
i4
o *  DANCERS— NS 2 —CREATIVITY
CHOREOGRAPHERS— hae 2 —APPRECIATION
ARTISTS IN SCHOOLS— ~ Sn@
. GEOMETRIC SHAPES—~ g z- -1
ALL ACTIVITIES/PROCESSES— hl Ot 4 —n
(EXAMPLES) ~ EXPLORING— b S —
EXPERIMENTING— © . - v
IMPROVISING— I~ . 24 -V
PERFORMING— e % IRy —ALIOBIECTIVES :
@
OBERVING— - 2 J 47> Waim —AESTHETICS
TOUCHING— ~8 B 133 —ELEMENTS
- @
LEADING/FOLLOWING— N == —KINETICS
PAINTING/DRAVING— B - ey —SELF ANARENESS
READING/WRITING— ] EFS —KINESTHETICS
\
PROBLEM SOLVING— b 3~ —SOCIALIZATION
SOLOS— -8 ) 2. —CULTURALIZATION
‘ DIETS— R M —CREATIVITY
7 + GRODPS— 8 ) 2 —APPRECIATION
.
. COMPOSING/PLAYING MUSIC— ~N NG ot
DESIGNING SETS/COSTUMES— b4 ™ 2= -l
" DESIGNING LIGHTS— 3 2 - /
OTHERS Al 3 [°» —
ol HEL] ey
- :'n'é ' 51' -2 -V ,
‘ ® TV TTrs oL rvray @
. «eol0 °
' i . - .
LLLbLbhbbhb|
. g 8 g Z & E a s £ £ S 7 ALL SYNTHESIS/EVALUATION
. v g c g ; PROCEDURES (e1amples)
- 2 & z © p Z
. -~ z z = 5 2] 5 =
B2 3 3 4B Z
B F g o Qg é o 7] h
. Z g
Figure 3
Q ‘ 33 .
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KEYSORT RETRIEVAL
SYSTEM

AESTHETIC GENERALIZATION °
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| GENERALIZATION #1 | ¢
®-- | Aesthetics i
02| . . 2N
o.. Since movement is the °
. : s th e,
" | medium of expression in ||
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AESTHETICS

AL CONCFPTS -~
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KEYSORT RETRIEVAL

SYSTEM

. AESTHETIC CONCEPT LEVEL I

h}

EXPERIENTIAL
CONCEPT
AESTHETICS

Leyel I

Movementiman open,creatine”
environment can be a jovial,
aesthetic experence
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Figure 5
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R I&?YSORT RETRIEVAL

- L4
: : @ SYSTEM
X AESTHETIC OBJECTIVES LEVEL I
13
[ 4
ot LEVEL [—
s - <
. N OBJECTIVES FOR
Y , i AESTHETICS
g " GENERALIZATION
. LEVEL I
. To move reely and unselt-
i consciously without inter-
: ’ fering with anvone else's
AESTHETICS — @ freedom of movement,
ALL OBJECTIVES — ¢ . . . _
2, To digcover the jov of loco-
- motion. .
° - ) - R4 r ‘. ' . ¢
Lot 3. To discover the jov of moy-
s . ing all the various parts of
CONCEPT LEVEL 1 — the body. -
‘ ) : . To delight in delying grav-
. _![‘\ . 4
’ .o 5. To enjoy watching others$
. : move. ‘
. ° . ’ -
LY
LY hd r
Rl .o
s : . .
‘ . ' AESTHETICS — : 3
! ' . . ALL CONCEPTS — . :
To. Z
: ) A AETUR
N [
N o000
”" . :«
P ' . , -
- 'o -
el n .
T4
v . Figure 6 .. j
. s . ,
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- 2
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|
MAJOR VARIANT OBJECTIVES |RESOURCES | PROCESSES SYNTHE-
AWARE. CONCEPTS . MOTIVATION! ACTIVI- Si
NESS B } TIES
- (Gener- . l TION
alization) |

<
>m
. —
C
>

\'\

LEARNING
(Affective-Cognitivs-Psychomotor)

Figure 7
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‘ : EXAMPLES OF LEARNING UNIT CONTENT

] .

. ] ¢ .
RELATED I R
OBJECTIVES MOTIVATIONAL/ ! | . ’
INFORMATIONAL , APPROPRIATE :
movement explor Ation RE;SOURCES : LEARNING .
— bt .
experimentation ] PROCESSES/ I
—movement distovers , s [ ACTIVITIES 1
—creative responses blac kboard ° . ] ) 1
__s'kll‘l delvelopmem -geometric shapes 1 ' . :
—motor learning .~ musical struments o
—examine beliefs . records : _e‘per”‘nen“ng 1 SYNTHESIS/
and atutudes _tilms i . —exploring 1 EVAULATION
-~behavior change . _ <hdes | — —questioning ]
— problem solving ~ transparencies ’ — mon i " ] PROCEDURES - .
—values clanfication tape recorder 1, —dancmg 1 )
-- decision making audio tapes T drawing " -
—cognitive learming about field trips ] _wniting i
subjert matter content eIV ! —constructing 1 diplaving
--aesthetic’ responses et preces 1 —observing ' " sharing
;;ﬁgf;;::z':;\;,hw\ ) props ‘ [ ] —collecting i compihng .
3 costumes 1. ~ photographing " ~elt anatvais
—SENSOry aWdTeness hights i _ diccussing goal setting
—indiwidualivation wounds I anging | testing .
—social inderaction turniture 1 wm[ﬂ’img 1 measuring
books i plaving ] observing
pictures . 1 acting ‘ ] <discusaing
museyms , L, Clasatvng 1 performing
\(-ulplurg; - -3, designing ] attuitudinal responses
-architecture 1 reading [ posttive interaction
- ammals . - histening | :
natural object< 1 tovic hung 1 tOpen-ended possibilities)
touching ] e ,
. wemng I {:fd'(',‘l’l::""‘ : “SEE NOTE*
T tlasting 1 tollowing 1
magazines 1 . improvising 1
newspapers ] problém <olving
pamnts | -workmg singly .
transactional analysis i ~working i duets ]
group dynamies "I —working in trios !
art works 1
art performances 1 Teroups ] - .
e § - - COMposIng musl
dance works g —composing art works |
labanotation i — choreographing phrases, -3
skeletons studies, dances 1 '
tulerums ]
machineg 1 !
pulleys 1 1
performing spaces (black | 1
hox, proscenium, 'R !
: environmental) 1 1
]
1
]

» } »
’ . o ( - )
. P

¢ *NOTE™" A ' b
The personal character of learning in Dance Edycation which embraces the cognitive, motor, e}nd affec-
tive phases of learning, does not tendrit to a predictable, uniform, immediate, oz totally quax‘m_txﬁble out-
come. The major part of the S/E process will relate to open rather than closed types of conclusions.

¢ ' o [ .
ERIC 843



The planning tor learming
left to right un “the

page

b -
mental evolution ot factorsrelated to the categories
indcated, o

PLANNING FOR ITEARNING: The Teacher’s Viewpoint

H

process moves from
Planning Learning Schema,
cand necessitates a sequential and develop-

Proceatires for Planning Learning Units

0

ERIC

Aruitoxt provided by Eic:

F~tabhish

Select one ot the nine GENERALIZA-
TIONS to be the tocus for the learnipg unit.
{Conceptual Framework. pp )
Select the CONCEPT appropriate for the
grade age level. -(Concepts for'each grade/
level listed \\llh each Generalization,
pp ) ¢

; broad OBJECTIVES for the
Learnmg Umt [hese objectives should be

hased on
R4
a Interpretating the nieaniag of the gener-

aliztion and concept,

b exanunmy the values. attitudes, behav-
wr.5ind feelings related to the general-
ization and concept.

” . .
¢ denttving and cdeveloping <kills and
knowledges basic to learner competen-
cres in subject areas.
of dance edu-

A

d. reflecting the major goals
cation.

These objectives become criteria for select-
ing appropriate motivational/instructional
resources, learning processes/activities, and
evaluation pmce(lures. .

Identlfv and select informational/motiva-
tional resources reledant to the generaliza-
tion, concept, and objectives of the learning
unit. These resources should include exper-
iences related to the cognitive, motor, and
affective learning domains. The cognitive
should ipclude factual_jnformation, obser-
vations, Cesearch, or problem solving. The
motor/affective should include .movement
experiences and explorations, other tactile/
kinetic situations, creative experiences, sen-

_ sory experiences, the unusual and ambigu--

0ous.

Selgct and organize learning actlvmes/pro-

\

cesses which will provide options for per- Fo

ceiving, examining, and responding to the

'

2

39

6.

situation stimulated by the information
presented. These activities should encom-
pass the three domaind of learning—
stressing affective, sensory, and creative ex-
periences. The content and processes may
include any of the téchniques, .materials,

skills, facts, and interactions considered to

be part of a traditional dance education.
However, they are not to be C(msndered as
end$ in themselves but rather ds tools and
vehicles for examiming, exploring, under-
standing, and communicating feelings and

ideas from a personal and creative point of
L 3

. view. =

Deyelop processes which will allow the
learner to personally evaluate, understand,
and assimilate th(,ﬁke"lrnnw experience. De-
vise activities which will permit sharing of
feelings. ideas. belief<. and attitudes result-
ing from the learning experience.

Develop observation and evaluating*proce-
dures to help determine the degree of effec-
tiveness provided by the learning unit to-
wards fulfilling its established objectives.

Develop lesson plans to implement specific
objectives or small portions of several objec-
tives organized around a theme to encom-
pass the three domains of learning. Extrapo-
late specific resources, processes/activities,
and synthesis/evaluation procedures for the
lesson plan from those found inthe compre-
hensive learning unit., °

Facta:gérwhich affect the teacher’s choice of
materials from the learning unit in addition
to the theme are: ,

a. predominant teaching mode to be used:

1. teacher directed, imitative, conver-
gent. . .

2., teacher guided, creative, divergent.
b. teacher qualificat{ons 4 .
¢ class ability and attitude

d. class time and size '
e. physicél facilities’

f.. available resources: i.e. books,
re,ce(fs, audio tape recording equip-
ment, video-tape. equipment, film
projectors, perc_ussion instruments.

@

-

‘:
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Nature of Teaching Dance in Education

Teaching, particularly in dance education, de-
mands vigorous interaction in which both the
teacher and student participate in the decision-
making process and construct the learning environ-
ment. The Teacher-Student Decision-Making Re-
sponsibilities figure 8, indicates possible relation-

ships™between student and teacher responsibility
for creating the learning environment. -
Dance teachers who are frustrated performers
may do more harm than good in an educational sit-
uation. Both teaching and performing are highly re-
fined arts which require extended study and prac-
tice. Neither should begrecepted as usecond choice.

: Teacher-Student Decision Making '
Responsibilities '
HIGH
B
Z v
) M
Al x .
1 E
==
~ wi s
: TEACHER
HIGH  LOW
. . \ Responszbi'lity for Decision-Making
&
=
~ 'Z:
\ S ' *
<
LOW ‘ .
Figure 8 S
. 3
\ - /L:
- ' * . \
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" LEARNING UNIT ORGANIZATION FORM

—

™D
v

I

GENERALIZATIOE;
LEARNING LEVEL
CONCEPT/S:
( "
OBJECTIVES:
H ~
; -
1 >
RELATED APPROPRIATE SYNTHESIS/
MOTIVATIONAL, LEARNING _” EVALUATION
INFORMATIONAL|] PROCESS/ PROCEDURES
RESOURCES ACTIVITIES
A. In the Classroom . .
&
B. Outside of the
Classroom . . .
. g
- .o
/ . a
' ) E
~Ei{gure 9
I3 41
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LEARNING UNIT EXAMPLES . ¥ | /\2 ,

What follows presents one way to: - —organize the learning process by ev%g:]s
: WITHIN or OUTSIDE of the classro
—derive OBJECTIVES from the variant

CONCEPTS for a single GENERALIZA- These examples utilize the Learning Umt Orga-
TION. nization Form, figure 9, page

—decide on Resources, Activities, and Eval- Additional concepts and objectives should be

uations appropriate to thé objectives. developed for each level. The r rces, activities,

. and evaluations listed represent a small portien of

the available possibilities. Individual lesson plans ~
Content: cognitive, motor and affective to fulfill single objectives or parts of several objec-
skills and knowledges. Numbers in paren- tives for each concept should be derived from these
thesis which follow OBJECTIVES corre- larger learning wunits.
spond to numbered sections in the Dance '
.Education Content.
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" GENERALIZATION: Since movement is the medium of expression in dance, it is

~

essential that 1t be enjoyed as a purely sensory aesthetic experience exclusive of a
cutilitarian goal.

’

°

LEARNING LEVEL I

CONCEPT: Movement in an open, creative environment can be a joyful, aesthetic experience.

OBJECTIVES: 1.

movement. .

2.6)

4. To delight in defyin
5. To enjoy watching

2. To discover the joy, of locomotion: (1.2 1.4; 1.5
. 3. To dlscover the joy of moving all the various parts ot

gravity. (1.2; L.3;
hers move. (I.

o

;1.6 1

1.4
10; 2.9; 3.1)

; 1.5 1.6; 1.7; 2

e ly S

o

3

To move freely and unselfconscnously without interfering with anyone clse 5 frcedum of

—
RELATED MOTIVATIONAL,
INFORMATIONAL
RESOURCES

#

A.

1.
2.

3.

WITHIN THE CLASSROOM

pleasant, clean, nonthreatening
physical environment

positive reinforcement espe-
cially in initial stages by con-

*structive comments from en-

thusiastic teacher

teacher’s participation and«en-
thusiasm

—moving

—playing drum

' —voice

U1 OB

—facial-expression

> drum, other percussion instru-

ments as needed

shapes on blackboard and/or

colored Paper cutouts

words denoting quality, force

observing and sharing demon-
strated examples by students

OUTSIDE THE CLASSROOM

playing with building blocks
looking at simple machines
watching animals

listening to songs

listening to stories

<

- -~
<A
_\ﬁ
./e

APPROPRIATE LEARNING

PROCESSES/ACTIVITIES

0
(4]

o

o o~

. locomotor movements
. axial movements
. exploring levels, directions.

shapes .

. exploring movement qudlities

like:

——swinging

—vibrating

—freezing

—pushing

—pulling

—reaching

—bending " -

movements derived from ma-
chines

exploring movements deriv ed
from animals

-watching others move

moving, clapping with rhythm
of movement
make sounds to go with move-

- ments

clapping while others'move

>

painting using different quali-
ties, shapes, levels

describe the movements of fa-
vorite animal

make a simple machme out of:

paper

. use colored papers to make a

picture of the body
—locomoting
in different shapes

43
.45
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Shde WO —

performing
observing
displaving
discussing
knowing
—skills tests
-written tests

SYNTHESIS/EVALUATION
PROCEDURES’

.

pa—

&
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GENERALIZATIOR: Since movement'is the medium of expression in dance, it is LEARNING LEVEL II
essential that it be enjoyed as a purely sensory agsthetic experience exclusive of a
utilitarian goal. - . »

CONCEPT Dlsw\ermg one's ability to perceive the aesthetic elements expands the individual's aesthetic
“response-ability". . _

OBJECTIVES: 1. To discover the joy of varying basic movements by changing their speed, rhythmic pattern,
and meter. (1112,131618,21,22,23,25,27) .

2. To discover the joy of varying basic movements by changing their floor patterns, air patterns,
direction, range and level (1 1; 1.2; 1.3; 1.4; 1.5; 2.1; 2.2; 2.3; 2.4)

3. To discover the joy of vgrying basic movements by changmg their quality and dynamics. (1.1;
1.2,1311,212.2 2.5%7%)

1. To expand one’s perceptual capacity to respond openly to the movement of others (1. 10, 2.9;
3.1) v e

RELATED MOTIVATIONAL, APPROPRIATE LEARNING SANTHESIS/EVALUATION
INFORMATIONAL PROCESSES/ACTIVITIES - PROCEDURES
‘RESOURCES ) ’

-

A wiTHIN THE CLASSROOM

1. seel, 2,3, 4 under Level I 1. structured improvisation with 1. concentrating
2, dlscuss time, space force ele- emphasis on the individual 2. performing
ments 1n dance 2. structured improvisation con- 3. observing -
3. listen to sounds made, by differ- centrating*on specific time, 4. displaying
ent percussion instruments space, energy elements 5. dlscussmg
4. ligten to different tonal quali- 3. solving-simple time, space. en- 6. testing
ties of musical instruments ergy problems - :
5 brng in pictures of pepple, en- 4. creating simple movement
¢ gaged in activity from: compositions
- —newspapers 5. leading, following
—magazines 6. working alone, in duets, or
—photographs small groups, or informally *
—books 7. discussing paintings, field trips, ‘
6. look at films and video of dance sounds, instruments N w
7. working imr theatre spaces 8. use pictures of people to im- a
8. working i non-theatre spaces provise movement - - : .
9. working outdoors . 9. use different sounds to impro- . ¢ .
10. artists in residence . vise movément : .
10. accompany self while moving
11. accompany another person
. while they are moving
B, OUTSIDE THE CLASSROOM .
. 1. observing others everyday 1. draw people as they are moving
movement outside of class 2. paint or sculpt to reflect favor- .
2. observingmdovement and phys- ite movements, textures, quali- R
ical characteristios of diffegent ties, designs, shapes, lines ,
types of people ’_5 3. make simple percussion instru-
» 3. looking at paintings ments - D
4. looking at, touching sculpture - . R
5. exploring architectural spaces , —
6. field trips to museums -
7. sattendance at dance concerts o
‘Frexamining more complicated”
machines :
9. study animal living habit .
o
% } - 4 \
- Y
- 4 9 . "‘ \
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RALIZATION: Since movement is the medium of expression in dance, it is

LEARNING LEVEL I

essential that it be enjoved as a purol* «ensory aesthetic éxperience exclusive of a

» utilitarian goal

v . , .
CONCEPT: Experience 1n all of the arts increases the individual's understanding of the aesthetic elements apd

enhances the qualitv of his/her dance experiences.

OBJECTIVES: 1.

dance. (1.2-19::

2027

-

2.7

o

To understand the Lo mon bases between dance and the other fine arts, especially music and

To umlvr\mnd ljw differences between the other fine arts. especially music .md dance. (1.1-1.9,

3 To under\mnd how the pther fine arts, expeudll\ mu\n, have been related to dance in the

. ll)a\t (1.9: 1L.10: 2.8: 2 9)° ’ ’
. ) -4 To eaplore and understand the relationship of ddn(e to the other fine arts in the
T communication of life experiences. (1.8: 1.9; 1.10: 2.7: 2 8: 2.9)

RELATED MOTIVATIONA—L
INFORMATIONAL -

RESOURCES \ t ' ‘ '

A. WI'I'HIN THE CLASSROOM
1. ~e®e 1, 2. 3, 4 under Level 1
2. discussion of time, space. en- -

ergv'in dance a~ related to mu-
«ic and visual arts
_ 3 di~cus=1n of nature and princi-
4 ples of dance accompaniment
discussion
and ae~the
discussion gt essences of many
different &rt forms -~
. discussipn ot relationship ot
‘ langua"e to the way people ¢
. move: fun(tmndl} And artisti-
caH& )
7. discussion of (ﬁ(hneu{ure m res
latmn\hlp to wavpeople niove:
artlstua,ll\ and tdnctionally

%

L3

(%gj)ﬁllo\oph\ of art .

APPROPRIATE LEARNING
PROCESSES/ACTIVIT.IES

- v

~

1. structured solo improvisations
using transferring of time,
space, energy elements from
other works of art into move-
ment )

2 improvise as-above in duets
and small groups

3. compose solos based on the
tolowing.
—plece “of music
“—"people” observations
——palntlnu .
—static sculpture \

—kinetic sculpture - N

—outdoor sculpture
1. ('Peate solo based on various

8. discussion of how other arts’ 5. create percussmn accompam-
s . can become stimulus tor dance - ment for own solo works
works 6. perform solo dances for class
9. discussion of dance as a “the- -members
atre art’ 7. perform selected solos for ather
10. discussion of the “art™ and <kill people
. of pertorming *8." compose musical accmffpani- -
' ment for another student’s solo
- _work
° ' . . ¢ 9 accompany solos vocally
4 i £l
B. OUTSIDE OF THE CLASSROOM ~ ~’ v
1. attendance at dance concerts It make percussion instrument
9. attendance at music concerts several different tones-
" and other musical events =2 wrlte a short piece of poetry,
3. attendance at poetry reading short story, or dramatic scena-
4, attendance at plays . rio ‘ .
5. listening to music. reading. po- 3. paint, sculpt nonliteral forms
. etry, drama . .which embody movement
< 6 attendance at art galleries 4. 8esign an 1deal home, work
) _space ) .
"
- 0 - ' *
v 4 .
\ " ¥

ERIC .

Lo

SYNTHESIS/EVALUATION
PROCEDURES

- £

1. attentive listening
2, attentive observation
creating and performing smath
dance works which'deal with.
—emotion
—feelings \
—ideas .
. —shapes
—designs :
—rhythm
. —different energy qualities
4 observing others in perf()rm-
ance
5 discussion of own and other's
dance works
testing:
«—orally.
—skills s
—performance a
—written ’ .

o




GENERALIZATI(
. essential that it b
utilitanian goal * -

N

CONCEPT: Knowledge of the formal aesthetic properties, processes e
surroundings and to create dances which are aesthetically pleasig,

OBJECTIVES:
the environment. (1.1;
- 2 To expand one's sensory and dv.\lhelu
groups. (L7018 2,60 2.7,
- 1

1. T expand one's l\nu\\leduc of llw furmdl aesthetic prog

N: Since movement is the medium of expression i dance, 1018
moved as it purely sensory aesthetic experience e

clusne pt

yands ot

Tl
l.:) 1‘ M l
l‘(‘\p()n\('—dl)lhl\

sensory input as well as formal aesthetic choices (12,1
3 To dev elup one’s (d[)dl)lllll(‘\ to create meaningtul and .w\lhvllmll\ halanced danes for

3.2)

To extend the ability 1o percene and assess one's affective responses to all facetsof Tiving €31,

by creating dances whoch result trom -

LEARNING LEVEL 1V

d

w's abihty to respond to one’s

1es of dance, other art torms, and

PSR 1Y 2225020

3.2, 7
. 3. To expand one's (dpd( ity to synthesize and evaluate sensory and aesthetic processes and |
experiences. (3.1: 3.2) .
‘— - ]
'RELATED MOTIVATIONAL, APPROPRIATE LEARNING SYNSHESIS/EVALUATION
INFORMATIONAL - PROCESSES/ACTIVITIES PROCEDURES -
RESOURCES . ) ‘
—. __ R — ‘ ]
A, WITHIN THE CLASSROOM R ;
I see 1.2 3. 4under Level 1 1 technique ¢lasses in I woal setting tor own hifestyve
2. dise u» dﬂe(llw/mgnmw na- - hallet 2 goal setting tor creative en
ture ot internal. external envi- --modern deavors .
ronment jaze 3 "U(l| setting tor pertormance
4 3. discuss bio-teedback - tap Sandards
"4 read/disepss about h(»h\lu « “folk - b discuss attitudes wbout par
view of life -square forming
5. read/discuss concept and role s —-soc1al S5 Pertorm own dance and music
‘of imagery i lite and art 2 devising own improyvisation Compositions .
6. read, discuss variety of notions based on selective obsérvation 6 observe pertonmances ot others
about art, beauty. aesthetics 3 create short solo dances based on 7 pertorm n another’'s dance
7. read/discuss different view- . A\ —ABA and, or music composition
peints about nature of creative ~rondo 8 diseuss and itormallv evaluate
' process --round o own and others” dance and mu
8. discuss group dyvnamics - —-canon ) . ale composition
. 9. read/dl\( Uss transactional Z —-theme/variation <
* analysis in relation afaes- - 1. create phraseSvhich is aestheti-
lhetl( /moral choices *ally harmonipus: ohe ‘which 1< -
-10. presence ofartists” 1n residence aesthetically 51.\(-<)rd;ml .
11. read/discuss major events and 5. develop characters through — ° v
styles in dance history ) movement . ' o
- 6. create dances for small groups
' 7. create small group dawces based on
—another work of art . .
. —movement stvIés
4 —~image\ N .
‘. - v+ —historical St\les‘ot movement ‘
© 8. compose muisic/for own group
: . dances ) ‘
‘ . ) 9. design cmtumec/selc/proper-
P ’ - . ties for own dances :
’ [ .
«  B. OUTSIDE OF THE CLASSROOM s . ’ ]
i. attendance at: . N .
—dance concerts . ) -
—~musical events 3&* :
~poetry readings o, ) v o ‘
—art galleries » ) * . . e
—museums ; . L
2. field trips to.” : : .o ;o i
—manufacuaring plants \é ‘ P e - -
3. field trips to different ‘theatres S
to see “"behind-the-scenes™ wark . s .
4. working “behind-the-scenes” - .
for dance copcerts, plays . , A / ,
’ ! s
) - 5 i /. \, .
ERIC I S
T ¢ B - / Ty yd S ‘ . N
. ! “




GENERALFIZATION: Since moventent is the medium of expression in dande, 1t s
essenttal that it be enjoved as a purely sensory aesthetic experience exclusive of a

utilitarian goal

- CONCEPT: knowledge and competent manipulation of the sensory and
to choreograph in a creatively expressive manner relating the dance to ot

critical evaluation ol dance works.

OBJECTIVES: |

LEARNING LEVEL V

sropertics of acsthetics enables one

s and mahes possible the

To choose appropridte dance themes and to,choreograph dances using scnsory input, intuitive

sutdance and applying principles of formal aesthetics, (1.5, 1.10, 2.8, ’ Jd0031,3.2)

26.2h)

' To choose approupriate a((ompamment costumes, properties, and stagig tor a dance. (16; 1.9;

3 To pafticipate i the production and performance of a tormal dance concert or lecture-
demnn\trdtinn (3.1)
1 To extend one’s ability to informally critique dances of classmates. (1 81 10, 2.8-2.10; 3.1)

5 ‘T'o write formal critiques of dance perf(zrmance% (1

-1 105 2.8-2,10; 3.1)

“ RELATED MOTIVATIONAL,

INFORMATIONAL
RESOURCES .

APPROPRIATE LEARNING
PROCESSES/ACTIVITIES

SYNTHESIS/EVALUATION
PROCEDURES

“‘

A. WITHIN THE CLASSROOM

I see 1.2, 3, fundertievel 1
2 adequate space tme to com-
plete projects
3 hsten to avariety of )I]ll\l(dl
Sty Jes with score
4 discuss thematic content of’
dance
O evaluate a piece of musiCoan re-
Jation to its applicabily to
"dance
6. read, discuss books and view
fIms on different approaches to
the choreographic process
7. read/discass history of ballet/
modern dance
8. read/discusy philosophy of con-
temporary choreographers
. 9. read/discuss views in Dance
Magazine, Dance Dimenstons,
~ New York Times, other news-
P papers
10. experiment with making tape
recording of sounds and/or
music
11, access to tape recorders and
record players
12. access to good sound recording
equipment
13. access to cassette tape of cho-
sen accompaniment
14. see video-tapes of previous stu-
dent choreographies
15. discuss aesthetics of lighting
for dance

B. OUTSIDE OF THE
CLASSROOM

1. attendance at:,
£ —dance concerts
" —musical events
—poetry readings

—nplays
¢ , —art galleries -
—museums *
2. attendance at local/hational
dance-conventions/conferences
Q ) &

ERIC , -

Aruitoxt provided by Eic:

technique classes sec Level IV
for listing of styles .
experiment/improvise with a
variety of:

—costumes

~properties

—-hghting _ .
mmprovise to contrasting musi-
cal and sound <cores

. choreograph/perform a struc-

tured improvisation

compose dances based on mul-
tiple elements of time, space.
energy

. experiment with the use of

many facets of large group rela-
tionships

. write a ?gscriptiun of oyn

dance; of others’ dances

8. practice projection
9. practice bows
M . .

10. niformal showings/critques

11 experiment with lighting, col-
ors, intensities, fades, blackouts

12, participate on production com-
mittees such as: %
—tickets ”
—publicity
—programs .

—house manager
—stage/light crew
—costume crew

47

X

see 1-8 under Level IV

discuss teelings before, during,
after performance

critique showings

respect ideas ot others »
openness to new 1deas and
wavs of moving

sharmg eomments made by au-
dience members

. review video-1ape of rehearsal/

performance and critique,
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SECTION III: ADMINISTRATIVE
IMPLEMENTATION
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ROLES AND RESPONSIBILITIES

FOR SUPPORT OF DANCE
EDUCATION

4

Dance is be¢oming recognized as vital to the to-
tal educational experience of all students. Support
is provided at the national level for the promotion
and development of philosophies afid policies to as-
sist expansion of dance education. Local, state, and
national dance organizations provide leadership,
programs, ‘and resources. These contributions
should not go unheeded. If dance is to realize its po-
tential ineducation, state departments of public in-
struction, local school boards, teachers, and admin-
istrators must fulfill their responsibilities in

\ providing quality dance programs for all students.

Wisconsin Dep_artment of Public
Instruction

. develop philosophies and practices related to
curriculum, professional preparation, and cer-
tification.

. plan, promote, and coordinate workshops,”

demonstrations, and in-services at state and
district levels,

= . . .-obtain, generate, and distribute informational
materials on issties and concerns in dance edu-
cation. - .

. ".*. . promote student involvement in dance activi-

ties such as concerts and conferences.

. provide information about and assist with the
writing of grant applications for the procure-
ment of dance education funds.

. provide staffing and supervisory leadership for
~ dance education.

o

Colleges and Univers}ties
) 4
. promote and conduct research in curriculum
devélopment in dance, motor learning, and re-

- lated areas
‘ ]

) promote and exemplify high standards for
.professional preparatlon and teacher educa-
tion.

,. .. actas a consultant for curricularsconcerns.

IMPLEMENTATION

. provide guest speakers for in-service pro-

grams. '

. coordinate and evaluate student/teaching

programs.

* s
. provide leadership in curriculum planning

and implementation.
™

[ -

~

School Boards

.

. allocate adequate number of teaching posi-

tions for implementation of dance curricula.

. control student/teacher ratio in dance classes.

. provide in-service education for dll teachers

who teach dance or desire to integrate dance
with classroom learning.

. allocate funds necessary for quality dance pro-

grams.

’Ad"ministrators

. recommend appointment of creative, well-

trained, and skillful dance teachers.

. maintain and update facilities.

. . assist in planning for-and obtaining axn ade-

quate budget for dance. _

> . assist in procuring danc® resource/people from

within the community and through the Artist-
in-Residence program.

. . assist in developing public awareness of the
- dance program.

. schedule dance as a regular part of the total

school program. ,

. schedule clagses which provjde for the most ef-

fic se'f student and teacher time.

. be cquainted with the dance program:

wit®M the school and district and with na-
tional trends in dance education.*

Y

. assist and coordinate curric#m develop-

ment, 1mplementation, evaluation, and revi-
sion. . -

. work for articulation of elementary and sec-

ondary curriculums. R

. encourage and allow tlme for.inter- dlsélph-

)

nary planning. ,\ .

iy :




. anurage teacher membership~and attend-

nce at meetingﬁ, workshops, and conferences

N 1 4 . .
* of local, state, and national dance organiza-
L€, ar

tions. . .

encourage contipuing education and visita-
tion. N,

heir potentials In danc®

4. < et . ° .
. visit classroorhs lo;jsxst in evaluating teach-

ers and developin

education.
‘ .

. assist teachers*with instructional or discipli-

i

nary problems.

. attend s3ecial dance events and performances.

’

3

Dance Speéalists

. develop, implement, evaluate, and revise cur-

ricttum. .
L4

. develop and use resource materials such as

-

slides. handouts; and transparencies.

. provide input into Qudgeting and purchasing

of suppljes and equipment. <
N

. identifv resource materials for acquisition-and

use in clagsrooms and Instructional Materials
Centers.

. serve as consultant to elassroom and subject

-

area teachers. - '

. vrganize and present in-service education pro-

grams.

in dance.

7

. evaluate, keep accurate records, and report”

student progress as required.

.

. maintiin sensitivity o all students and strive
" to help them achieve their greatest potential

. organize and coordinate student performances

and demonstrations.
L]

i \organize and supervise appropriate field trips.

. select and/or perform appropriate musical or

percussion accompaniment: for dange activi-
ties. . F ’

. assist with extra-curricular activities such as

musical productions.

. maintain membership in professional organi-

. attend concerts and

zations and serve on appropriate committees.

erformances of dance

and related events and exhibits.

. bring in artists and @ther resource people from

ERIC

Aruitoxt provided by Eic:

the community or Artist-in-Residence pro-

51

. Physical Education Téachers

Art Music, and Drama Teachers

gram for discussions, performances, demon-
sfyations, and master classes.

. update skills, knowledges,/ and understand-

ings_through continued education, reading,
participation in technique classes, attendance
at professional conferences and workshops.

LY

. recommend adequate time, space, and staff for

dance activities at all levels.

. recommend adequate funds for dance ?)ro-’

grams.

. encourage the hiring of dance specialists and

others who have a strong interest and back-
ground in dance. -’

. instill in students a sensitivity for the values of

dance education.

. update skills, knowledges, and understand-

ings of dance through continued education,

regding, participation in technique classes, at-

tendance at professional conferences -and
workshops.

. integrate elements of dance and creative

movement with other aspects of physical edu-

" cation.

.

.-

. . present activities that involve movement and
2 dance experiences.

. demonstrate the relationship between dance

and other art forms.

r

. utilize dance resources within the school dis-

trict and the community.

-

. serve as a guidance resource for stlidents who

want dance experiences beyond those pro-
vided by the school. .

. update skills, knowledges, and understand-

ings of dance through classes, readings, work-
shops, and conferences. '

Elementary and Secondary Classroom
" Teachers

' 4
/
+. consult and cooperate with dance resource
people.
. . present Jitivities which use movement and

dance t& augment classroom learning.
L4

.

35
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become aware of dapce literature and career
opportunities in ddme

. use e\amplo\ in dance that help teach con-
cepts in the humanities. sciences, mathemat-

ics. and languages.
~

) update skills, knowledges, and understand-
ings of dance through classes, readings, work-
shops, and conferences.

- P

- DANCE COMPONENT OF THE ARTIS’I“-IN‘:RESID\ENCE PROGRAM

>

The Artist-in-Residence Program, funded by
the National Endowment for the Arts and the Wis-
consin Arts Bodard. places professional artists in
public and private elementary and secondary
schouols. The purpose of the program is to involve
professional artisty with students, parents, and
teachers 1in the cooperative effort to:

—develop and enrich student sensitivity to and
understanding of the arts.

—provide experiences that encourage further
arts programming and integration of the arts
into regular <chool a(lmlle% and into the
C()mmumt\ >

'

The National Endowment for the Arts began
this program as an experiment in 1969 by placing
artists in ~scBools i <ix states The experiment was
su successful that three vears later the Artist-in-
Residence Program had reached all fifty states, and
artists from a wide range of disciplines were partici-
pating. The Dance Component is that branch of the
Artist-In-Residence Program which places move-
ment specialists and dance companies in residence
in the schools with the following objectives:

—helping students and teachers explore ways in
which moyement can make a unique and rele-
vant contribution to the classroom and to the
physical and emotional lives of students.

—fostering an understanding of dance as an art
form.

—working to insure that dance and movement
education will continue to be,an important

1s over. .

v

Sponsorship of Dénce ‘Residencies -

All elementary and secondary schools, both
public and private, are eligible to become sponsars
of residencies. The sponsors are .evaluated on the
following criteria: N

—ability to provide adequate program adminis-
stration and coordination.
* —ability to provide sufficient space.
—ability te provide sufficient funds.

Y
\)4 ° L4
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part of the school svstem after the residency

o
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_Most dance companies conclude a residency with a

‘tensive and imaginative planning by the sponsors of

‘—the quality of the proposed project.

Sponsors select movement specialists and dance
companies from a pool of artists available through _
Charles Reinhart Management, Inc. and through i
the Wisconsin Arts Board. They have’ been judged
on their professignal standards and theé quality of
their work by SCrgqmg committees before becom-
ing eligible for the program.

No two residencies will be alike. Some activities
offered by movement specialigts and dance compa-
nies might include: mastér classes in a variety, of
styles and techniques such as modern, ballet, jazz,
improvisation, composition, ethnic; teacher in-ser-
vice education programs and integration of dance
into other subject areas; community involvement
through classes and demonstrations; workshops in
related areas such as technical theater, movement
for actors, dance for musical comé&dy; movement for
special groups such as the-elderly, developmentally
disabled, and gifted students; lectures, seminars,
panels; student performances and demonstrations.

full-scale performance. The impact of a residency
depends upon the offerings and abilities of the .
dance companies and movement specialists, on ex-

the residency, and on teacher and administrative
commitment to the program.

3

Funding

£ .

The cost of a residency varies greatly according
to its lengtland to the movement specialist and
company chosen. Funding is available through the
National Endowment for the Arts and the Wiscon-
sin Arts Board. Althoygh ‘the specific amount of
monies available through these organizations may
vary from year to year, the general practxce is for
the Arts Endowment to provxde fifty percent of the
cost of the residency which is matched by state and §j
local funds. The match may include both cash and..L
in-kindservices. Interested schools should contact .
the Wisconsin Arts Board for further information
on available artists, application, and costs.
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Dance instruction should be a part of the educa-

tion of all students from kindergarten through se- .

nior high school. The, way dance is scheduled into
the curriculum and the amount of time devoted to it
will vary greatly from one school to another. Pro-
viding the opttmum amount of time for dance
classes may be difficult due to competing demands
oh time, staff, and facilities. However, schools
should allocate sufficient time to adequately imple-
ment. the dance curriculum. When determining
class length and frequency, consideration should be
given to providing an amount of time that:

—reflects the need for-classes that are of ade-
quate length to assure proper warm-up.
—allows for the repetition necessary for learn-
ing motor skills. -
—allows for completion of creative projects.
—takes into consideration the skill level, ma-
. turity, and interest of students.

< -

<

Articulation of Scheddling 3

Careful thought must be given to the articula-
tion of scheduling at all levels in the elementary and
secondary schools. Sequential development which
bunIds .on prenous expenences and provides “for

contmumg and rigorous stud} in breadth and depth

is needed to mtelllgentl) integrate the total dance
program. ‘This is necessary to provide challenges

? and to expand‘individual potentials and abilitres at

L

all developmental levels. Coordination, flexibility,
ﬁr‘ld innovation in scheduling are needed to realize
e full potential of dance education in the schools.

The Dance Specialist ' \
When possible the dance specialist should” be
scheduled to teach all or most of the dance classes.
I'\Io;more than five hours of classes per day should be
scheduled with at least one hour allowed for plan-
ning and preparaticn. The dance specialist will also
serve as a resource to physical education, fine arts,
classroom, and subject area teachers. .
When the dance specialist cannot teach all of
the dance classes, the responsibility for dance edu;

e

cation may be shared by other staff members. In”

this case, the dance specialist would serve a greater
resource function and should have time for

mo
planning, coordinating, consulting, fdﬁ assisting
other staff wi® teach dance. An atterhpt should be

C

SC‘HEDULING: STAFFING AND CLASS SIZE

- A ]

made to schedule the dance specialist to instruct
each class of students at least once a week

.
Class Size _ K
Class size influences the degree to which curric-
ulum goals are met. The maximum class size recom-
mended for elementary and secondary dance
classes’is 20 and 25 respectively. However. the na-
ture of some dance activities may better be accom-
odated in larger or smaller groups and through in-
dividualized instruction. .
Large group instruction conserves teaching
time, makes use of audiozyisual aids more efficient,
and makes effective use of resource persons possi-
ble. Large group instruction includes: lectures on -
dance history, anatomy. accompaniment for dance.
lecture/demonstrations, classes n socjal and folk

. dance, master classes and mtnnndnwx by guestgrt-

L
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ists. ’ .

When class size remains small. greater student/
teacher contact is possible. Teachers have more
time to give individual corréctions and explanations
of anatomical differénces nécessary for mastery of
technique. Some identifiable groups of students
such as the gifted or developmentally disabled will
benefit from small group environments which pro-

vide alternatives fyom regular casses. Since choreo-

graphic projects frequently require a large amount
of space, fewer students should be scheduled into
classes of this nature. Discussions of such topics as
aesthetics, performances. and creativity take ad-

vantage of the greater degree of mleractmn that is
possible in small groups.

Independent or individualized study in dance
allows motivated students to expl()re dance and
movement in ways hot available in the regular cur-
riculum. Working on choreographic or performing
projects, histoical research, and advanced study at
pnvate studios are examples of ways of individual-

izing instruction. \/_\

Additional Recommendations

—Creditj for dance classes should be granted in
lieu of fine art, elegtive, or physical education
credit.

—Dance classes should be offered to meet the
special needs of such groups as the gifted, tal-
ented, creative and the developmentally dis-
abled.
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IResources for extra-curricular dance activi-
» . '
ties should be available to accommodate

&

.
5

dance clubs, musical productions, and per-
forming groups.

v

. ‘ %
PHYSICAL FACILITIES FOR DANCE - THE DANCE STUDIO
. ,

s
A dance studio‘is a space designed solely for
dance activifies. “The dance studio should be lo-
cated away from disturbing factors such as noises,
odors, and.traffic. It should be located near dress-
ing, locker, and shower rooms and, if possible, near
related fing arts areas and performing spaces. A
minimum of 100 to 125 feet of space per student
should be provided with a ceiling height from 18 to

24 feet. ’ ‘ ‘ .

-

Floors.

Y

‘e

A special floor is necessary for the dagice studio.-

* A “floating” floor should be constructed to proside
an air space between the wood and foyndation.
Flooring which is adequately suspended above the
foundation and the wood selected provide both the
resiliency necessary to cushion landings from eleva-
tions and aid~ in the prevention of injuries such as

. shin splints. hairline fractures. and stiff and torh
ligaments and muscles. A hardwood. such as north-
ern maple. of random lengths, tongue.and grooved

Of_ﬁce Space

Private office space adequate for the needs of

the dance staff should be located in ornear the
dance studio. Minimal needs incjude desks, chairs,

file cabinets, bookcases, and access to telephones'

and copy machines. Locked storage space is crucial
fur storing sound equipment, records, tapes musi-
cal instruments, costumes, praops; and scenic equip-
ment. :

*

Sound Equipmant .

Sound equipment should include a variable
speed turntable, tape recorders, both reel-to-reel
and cassette, an amplifier, and speakers. This
equipment may be built-in or on casters. The
speakers shoufd be mounted near the ceiling and be
of adequate-size and quality for'the space. Electri-
cal outlets should be conveniently located for the
use of this equnpment Facilities for sound repro-

duction are highly desirable, and soundproeofing of

. the studio should be consndel:ed

and laid with the grain going-in one direction, is a -

good choice. Tung oil may'be applied to the wood to
prevent slivering and to give a finish that 1s neither

too sticky nmt(&slipper}'.

Walls, Lighting, and Wiring |

L3

<&

The walls 6f a dance studio should be relafively
smooth, aesthetically pleasing, and easily main-
tained. They should be structurally strong enough
o support the weight of mounted barres and mir-
rors. Natural lighting from large windows should be
provided when possible along with shades or cur-
tains to provide darkness for performances and use
of audio-visual equxpment Because it isdesirable-

to create different or unusual light environments"

for some dance activities, it is best to have dimmers
on light switches so that the mstructor can control
the intensity.of lighting. Heavy duty wiring, capa-
ble of meeting sifety standards to carry a light
board, is desirable if the instructional space is also
to be used as a performing space. Numetrous electri-
¢al outfets should be strategically located through-
‘out the studio.

EKC
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Mirrors and Barres

guidelines are recommendéd.

‘Mirrors:

—mounted mirrors should be mstalled flush

.. with the walls. .

—portable mirrors should be on castors and be
abouit six by eight feet in size for ease of han-
dling.

—corner mirrors allow for movement analysis
from two directions.’ '

—mirrors should be raised six inches from the
floor.

Barres:

—mounted barres should be from six to eight
inches from the walls. .

—portable barres should-be constructed of light
weight aluminum for easy mobility.

—barres should be from 34 to 48 inches from

the floor depending on the height of the stu-

dents who will use them. ‘

[

' %rs and barres can be either portable or
mountéd onto the walls of the st%ilo The following

~
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. Accessories

-

.

Adequate chalk and bulletin boards should be
provided, and an area.for displaying photographs is
highly desirable. Reference bouogks, tapes. and
records should be readily available for student and
teacher use as well as storage space for them. Racks
or shelves for temporary storage of students’ books
an{d shoes would be a helpful addition.

A

~

>

[y

Dance can be taught in many spaces. In spite of
the fact that few schools in Wisconsin have dance
studios, dance education,should not be neglected
due to lack of optimal facilities. As dance programs
continue to be developed and expanded, teachers
and administrators should lpok for opportunities\to
renovate existing facilities 1o more adequately ac-
commodate the dance education of their students.
Existing fa iLities such as classrooms, multipuré:)se
rooms, gygnasi(lms, and stages provide reasonable
alternative\, spaces in which to conduct, dance
classes. ) e ‘

The basic requirements for a dance space are a
clean, open, well ventilated, and quiet area. The
spacg should be constructed, decorated, and fur-
nished aesthetically. It should contain the essential
elements, equipment épd supplies in adequate
number and quality for the implementation of the
dance curriculum. The alternate space should have
a hardwood floor which has not been laid directly
over a cement or concrete foundation. Wood, tile,
and ‘carpeted surfaces on cement are too hazardous
for most kinds of dance activities, especially for safe
landinigs from elevations. The space should beﬁze
enough for executing locomotor movement; 100 to
125 square feet per person is recommended. .

Elementary Schools

Through creativity and cooperation on the part
of classroom, physical educationy and Mmusic teach-
ers, dance programs at the elementary level can
flourish. Classroom teachers can teach students to
efficiently rearrange furniture to provide space in
the classroom for dance activities. Music teachers
can provide accompanimeht and percussion instru-
ments for use in dance classes. Physical education
departments can allot time for the teaching of
dance as part of their program as well as supplying

-

Needs of Exceptionally Developed
Programs

[P

Although most dance specidlists rely heavily on
the use of records and percussion instruments for
accompaniment of dance classes, well developed |
dance programs and programs at speciality schools
would make use of a piano and d¢companist. Danve
programs with an emphasis on performin;( and
touring would benefit from having a portable, lino-
leum floor such as a Markey floor for performances.

2
~

ALTERNATIVE SPACE™

.

equipment such as mats, ropes. balls, and other
items which lend themselves to creative moyvement
activities. Record players and other sound equip-
ment can usually be borrowed from audio-visual de-
partments or shared by several teachers.

'

Secondary Sé_hools

<

Gymnasiums are probably the most frequently
used alternative space for dance instruction at the
secondary level. When this is the case, providing
the minimum space recommendation of 100 square
feet per person is usually not a problem. In fact, a
large gymnasium may be undesirable if it is too
large for teacher instructions and sound equipment
to be heard. Care should be taken not to schedule
other activities in adjacent areas without providing
visug‘l and sound barriers. Sound equipment, per-
cussion instruments, portable mirrors and barres,
as well as storage space for them, should be avail-
able. As in the case of elementary teachers, other
departments within the school can be resources for
obtaining supportive equipment for dance classes.

Additional Considerations -

As dance programs are being developed and es-
tablishing their value to the total education pro-
gram, careful thought must be given to providing,
the facilities and equipment necessary to best ac-
commodate dance ‘education. School budgets
should reflect an awareness of these needs by in-
vesting in such items as sound equipment, tapes,

" records, barres, mirrors, and percussion instru-

ments. Steps can be taken to renuvate existing facil-
ifles and to construct new facilities to better accom-
modate the goals of dance education.

Qo ' ' - 55
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.. SPECIAL NEEDS -

Exceptional _Educ@ .

Dancg, like the other arts, can enrich the lives of

"all students regardless of their special needs. Ex-
ceptional education students have even greater
need of th&rehabnhta(tne .potentials of dance and

the opportunity to experience beauty in movement

and the creative act.

Dance therapy is movement used for rehabila-
tive purposes and prescribed by a doctor/psychia-
trist for physical, psychological or emotional rea-
sons. A dance educator is not, and should not
pretend to be, a dance therapist. However, dance
can become a therapeutic tool in education for the
reason that movement reduces physical and emo-

* v

]

tional tension. Since dance is a vehicle for the ex-
pression of ideas, feelings and emotions, it provides
the teacher with a means of removing psychological
blocks. It provides students who cannot express
themselves effectively in a verbal way with another
or an alternative means of expression. Psychiatrists
have found that the physical expression of ideas is
more primal than the verbal. After physical expres-
sion has emerged and a common ground for non-
verbal communication between student and
teacher has been established, verbal expression will
frequently develop. Those students with physical
disabilities can also improve their coordination,
strength and ﬂexxbnht) through dance experiences.

’ ECOMMENDED KNOWLEDGES AND COMPETENCIES FOR
DANCE EDUCATION TEACHERS

In 1972, the State of Wisconsin adopted a set of
knowledges and competencies as criteria for dance
certification. It covered undergraduate dance ma-
jors and minors, physical education majors teaching
dance, dual certification for dance minars, ele-
mentany teachers and music teachers who-are ex-
pected to teach rhythmic activities, dance, or move-
ment education.

Complete certification standards governing
teacher preparatlon and certification at the ele-

mentary and secondar\ level suggest the number df «

credits and areas of additiofial academic training
necessary. The documents, Wisconsin,/Certiﬁcatio'n
Standards and the skills and knowledges for dance
education certification, are both available from the
Wisconsin Department of Public Instruction, 195 _°
South Webster Street, Madison, WI 53702. d
In light of developing a comprehensive state-
wide curriculum in dance education, former knowl-
edges and competencnes need to be re-evaluated.
The following is a retommendation of standards,
knowledges, and comjpetencies to be considered for
future adoptjon. It addresses standards for:
. physfkal education majors teaching dance
. . art, music and drama majors teaching
dance g
. elementary education classroom teachers
in dance’

. dance education specialists -

4

I. Physical Education Majors

+ Physical education majors teaching dance
courses at the secondary and elementary levels

* should have a minor in dance or equivalent profes-

®

-~ .

~

sional and/or educational experience. Preparatlon
for teaching should include:

Mjisic appreciation, elementary music the-
ory, dance‘accompamment

A minimum of two semesters each in ballet
technique and modern technique.

A minimum of two semesters in two of the -
folléwing areas: jazz, folk, square social,
tap. . R

Dance history. °

L.

9

L
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5. Teaching methods in ballet, modern, folk,
" square, social.’
6. Curriculum development.
7. Improvisation.
L8 Compbsition.
" 9. Dance production or dance production ex-
_ perience.
10. Interdisciplinary study in the relationship

of dance to sports, or dance edwgation to

physical education.
Philosophy/aesthetics of art, especially
dance.

11.

L1y
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II. Art, Music, Drama Majors Teaching
Dance

~ )
Art. musié, and drama majors tea(;hing dance .
education coursses at the secondary level (7-12)
should have a dance minor or equivalent profes-
sional and/or educational experience. Preparation
for teaching on the s?condary level should include:
7

1. Music appreciation, elementary music the-
oryv. dance accompaniment. )
. 2. A minimum of two semeésters each in ballet
' technique and modern technique.
3. A minimum of two semesters in two of the
following areas: jazz, folk, square, social,
{ tap. . :
4. Dance hlstor)
Teaching methods in ballet. modern, folk
square. social.
Curriculum development
Improvisation.
Composition.
Dance production or dance production ex-
' perience.
107 Anatgmy Kinesiology. .
11. Interdisciplinary study.in the role of arts in
" society .
12 Philosophy and aesthetics of the ats.

n

6.
‘ 8
9.

3

III. Elementary Education Classroom
Teachers In Dance

Elementarv Education majors teaching dance .
education coursés or incorporating dance education
into the curricilum. K-6, should have a minor in -
dance quivalent educational and/er profes-

4l experience. Preparation should include the
following:

Dance accompaniment.

Music appreciation.

Dance history.

Improvisation, composition.

Teaching methods:

Creative rhythmic movement.

Folk and square.

Social.

Curriculum development.

Ballet and modern teehnique.

Creative dramatics.

Interdisciplinary study of dance in relatlon-
ship to other fields.

Anatomy/Kinesiology.

Philosophy /Aesthetics of art, especially
dance.

o 50 10

n
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10.
11.
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Education major mclude but are not llmued ta:

“~

3% €
IV. Dance Education Specialists

Dance education specialistﬁ'should }%\ve a
strong liberal arts education which should include

study in: . a- .
—the blologlcal physical, behaworlal and so-
cial sciences. 1.!' : -
—the humanities. T ' N

+ —the practical, theoretical, and hlstorlcal ‘@8-
. pects of the arts. . \b
—the role of arts in hlvnllzadon (society, tul-

ture). .
—the growth and dé\ elopment of thevehild and  *
. adolescent. %
_the nature of the tea«chn earning process.

—the progedures for teac r/‘sx‘sudent evalua-
tion, )
, —the de\etopment of cumeulum S

‘Individuals who desir da}nce educauon in ei-
ther level, elemen}ary (K-Q) "or secondary (7-12),
should have an acaderfic gpajor in Dance Eduea- .
tion. Academic minors or areas of emphasis in addi-
tion to the prefessional education sequence are
highly suggested Areas thCh complement a Dance

1. FI\E ARTS: Art. Communlcatlgn Drama.
*Musjec ,
BEH-\\IORAL/SOCML SClE\CES Cul-

., .. tural Anthropology, Sociotogy. Psuchology

3. HEALTH. PHYSICAL EDLCATJO\‘,/

RECREATION =~ e - f
HUMANITIES: "\w#erican Cnlleauon
English. History *

. SPECIAL EDUCATION
. NATURAL SCIENCES: Biology. Chemis-
try, Ph)slcs .

-

‘o o

Standards for the Dance Education speciaiisi
should include the following knov'ledges and com-
petencies: “

A, KNOWLEDGES:

1. Structure, neuro-muscular. and mechanical

functions of the human body.

Ideo-kinetic facilitation of movement and

bio-feedback. .

3. Movement principles and concepts: time,

space, energy, axial, locomotor.

4. Structure, form, analysis of music theory
and dance accompaniment.

. Content, methods of implementation and
evaluation for teaching dance with special
emphasis on the elementary level. :

6. Curriculum development. )

(8]

()]
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T Dance technigues and styles. ballet, mod-
ern, tap. jazs fulk. square. yocial, disco. eth-
. nic.
. Principles of teaching and evaluating dance
techniques and styles.
9, Principles of creative dramatics. improvisa-
. tion. choreography. -
10 Principles of Dance Production imludinv
~tage cratts. public relations and' advertis-
ing. music. coordination, audio maniputa-
s tion.
Historical background and contemporary
perspectives in dance.
Aesthetic and philosophical bases of dance.
A 13. Role. tunction and meaning of the Arts, es-
pecially Dance in civilization:
14 Nature ot the creative process.
15 Interrelationship between dance and otker
areas ot knowledge, especially the arts
16. Role and turction of media and audio-vis-
ual components tor dance
Labanotation and effort <hape.
)

.

: "

B. COMPETENCIES:

1 Pertormance ot a wide \arlel\ of dance ~kill~
. ballet. modern, jazz. tap. tolk. square. social.
ethnic. contemporary forms 1n social.

. Abihtv to provide the proper accompam

ment tor each class <

3 Abihty to ~elect and record those accompani:
. mentz appropriate to the particular.dance
‘ f()rm ¢ '
4 Uve o apprnprlale teaching techmque\ n
"7 presenting “dance d~'a (Teallne experience as
v+« well as"a learned ~eqlience of movement
5. Compegence as a choreographer and 1m-
provis ~dhopalist ’
6. Abiliny to diréct and integrate dance into the
» social exp¥rience
s 7. Ability to direct <ome technical aspect of
dance production.

+ 8. Ability to communicate the cultural function
of dance In its historical and phllosophlcal
implications. . .

9 Demonstration of successful teaching of
dance in a student teaching period on the
elementarv and_or secondary level Each
student should have some experience work-
ing with children prior to student teaching.

-

° 4

Proposed Undergraduate Dance
Education Major Curriculum

.

“ o

This propoeed undergraduate dance education
ma)or curriculum covers the areas addressed in rec-

. Q K : E
"ERIC -~ " & . :
) * 2 L.

ommended knowledges and competencies for dance
education -specialists found in this section. The
number of semesters noted next to each area of
study or training represents the ideal in the future
of dance education training. Current undergradu-
ate major programs in Wisconsin range from 55-90,
and cover many but not all"the areas listed below.
Study at the undergraduate level to prepare dance
education majors shuuld have breadth as well as
depth. . .

~

B

SAMPLE CURRICULUM FOR DANCE
EDUCATION

1. Techniques - »
a. Ballet—8 semester$ 4 /
b. Modern or ¢contemporary concert dance—8
semesters . .
c. Tap. jazz. specialty theatre torms—2-4
semesters

Ethnic. folk. square—2-4 <emesters
e\\ Social-contemporary forms in ~ocial
lance—1-2 <emester~

-

2. Compesition : '
Creative dramatics—1-2 ~emesters
Improvisation—1-2 semesters
Choreography—2-4 semesters + -+,
Dance production: formal concert
preparation and presentation —2-.3
semesters .

o~ oo

N

3 History, aesthetics. philosophy —2-4 semesters

4. Stage erafls

a. Light-design.-implementation. aesthetics—
1-2 semesters
b. Costume design. implementation.
aesthétics—1-2 semesters
¢ Set design. implemertation. aesthetics—1
. semester )
d. Props for dance—1 semester

.

3. Theatre history and literature—2 semesters
6. Music theory for dancers. music
appreciation—2-4 semesters

-« v

. Dance accompaniment—2 semesters
8. Piano. voice——1-2 semesters

2-D and 3-D—1-4 semesters

A

9. Deswn

10. Music and art history —2-4 semesters

8 ’ .ot ’
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11. Audio-visual aids and resources for dance—1 15, Interdisciplinary courses relating dance to

- = .
semester ’ - biological, social, behaviorial and physical
. sciences and humanities—3-6 semesters
12. Anatomy, kinesiology for dancers—2-4 .
semesters - . -
: . ' 16. Effort/shape and Labanotation—4-6 %
13. Teaching methods—3-4 semesters semesters '
. ¥ . . o~
14. Curriculum development in dance education ‘
) for the elementary and, or secondary level—2- 17. Student teaching at the elementary and/or
4 semesters - ) secortdary level—1-2 semesters
V\\’ . - -
. . '
- , -
. - -
i
. A )
- L} N
. v. .
hd - > - - , -
‘ 7 ‘ » -
' & .
. . ~
) . 14 . .
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. ) . .
~ ¥
o -
. _ -
. ° 4
» ¢ * - -

ERIC - | - ®

Aruitoxt provided by Eic: .




r

N

a

RUCTIONAL RESOURCES

TION 1

’

J,ww.&w,u s
Edlae

Ly T

R

&,

J
Jetn,

A
.

i

X

"

8737

ons

R4

RS>t
.

Fuzy

B

v
r
-

INST

v

‘

»

SEC

E




ARTICLES IN JOURNALS OR
MAGAZINES

v ~

Dance Production

Shaplro Louds. “Sound\A Seriés for Dance,” Dance
Magazine. Feb.-Oct. 1974. Seven parts. Dia- Z
grams. Excellent commentary on the nature of
sound and making audio tapes for dance.

Skelton, Tom. *Handbook of Dance Stagecraft,”
Dance Magazine. 1955-56. Extensively illus-
trated .and diagrammed. A comprehensive ex-

X amination of lighting for dance, Necessary for

>

INSTRUCTIONAL RESOURCES -

,
* +
(4

those especially in 7-12 doing a\riy kind of dance
concerts. Suitable for-directors or teachers with
little experience and elementary equipment.

-

Dance Therapy

‘Lloyd, Marcia L. “The Handicapped Can Dance

Too!”’ Journal of Physical Education and
Recreation. May 1978, Vol. 49, No. 5.

Schmais, Claire. ““Dance Therapy as a Carelkr,”
Journal of Physical Education and Recreation.

-May,1977/Vol 48, No. 5.

AUDIO-VISUAL

,—J

Films fof Rent or Purchase

BEHIND THE SCENES A lrallet film suitable for
all ages showing the difficult training of the bal-
let dancer. 16 mm, 24 min., sound, €Slor, cost: to

_ be negotiated. Rental or purchase from:
Mediavision, Inc., 1709 Bloor Street W., To--
ronto, Ontario, CANADA M6P 1B2.

BEING ME Creative dance film showing move--
mrent exploration which involves the physical,
mental, and emotional self. 1969. 13 min.,
sound, b/w. Sale $75, rental $5. University of
California Extension Media Center, Berkeley,
CA 94720. <~ .

CHILD OF DANCE thtle glrls dancing. First part
conveyed creativity while the last part appeared

7

trite and commonplace. Probably o.k. for pre-

gchool and kindergarten although the lack of
boys in the film is disturbing. Probably o.k. for
teacher’s use as a reinforcement andguide to .
movement capacity at this age. 1970. 9 min.,

sound, color. Sale $140, rental $15. Film Images .

(Division of Radim Films), 17 W. 60th Street,
New York, NY 10023, and 1034 Lake Street,
. Oak Park, IL 60301.

CHILDREN DANCE Boys and girls, K-3 in class-
room situations. Dance improvisations filmed
during regular class times. Narrated by teach-
ers. Progression seemed confusing but the-film
intent was to capture spontaneity. The film
would be a good reinforcement with the
Dimondstein‘book. Intended to encourage those
who want toteach dance to children in the class-

N\
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room, dancers who want to teach children and
educators interested in the arts. It is limited in

. content, but nevertheless offers a view of a place
to begin. Produced and co-directed by Geral:
dine Dimondstein and Naima Prevots. 16 mm,
b/w, sound; Sale $40, rental $5.50. University of
California Extension Media Center, 2223 Shat-
tuck Avenue, Berkeley, CA 94720.

CREATIVE SOUND AND MOVEMENT Part 3

of series of four creative dance films “Creative
Dance for Children” showing Barbara Mettler’s
work with children. Boys and girls ages eight to
twelve. 16 mm, 18 min., sound b/w. Cost for
purchase: total series, Creative Dance for Chil-
dren $350; Part 3 only, Creative Sound and

: Movément $110. Cost for rental: total serles
$54, Part 3 only $16.

DANCE ABOUT Moadern dance as an educational
discipline and a8 an art form, Nine and ten year
olds—in gym, outdoors and in the classroom.
Second part shows the work of the Regma Mod-
ern Dance Worksfxop 16 mm, 30. min., color.
Good for teacher training. Avhilable for rental
from: Christine Welgh Enterprises, 2146A
Queen Street East, Toronto, Ontario, CANADA
MA4E 1E3. Cost $35 per day.

DANCE AS AN ART FORM Entertaining and in-
structional. Traces dance from its origins in nat-
ural gesture to its use as an art media. Series of 5
films: The Body as an Instrument, Motion,
Space, Time, Shape. Dancers filmed out-of-
doors and in various life situations promoting
dance for everyone. Murray Louis Dancers. 16
mm, sound, color. Each 30 min. Rental $50 per
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LOOKING FOR ME

.
film, $200 for series. Purchase $;>OO per film,
$2000 for series. Chimera Foundation for
Dance, Inc., 33 East 18th Street, New York, NY
10003.

DANCE INSTRUMENT Beautifully done, high-’

ly technical. Content seems to be for the dance

specialist or for the dance performer. Could be
used as orientation/audience educatiop, Five
film series: The Dance Instrument, w to
Move Better, Dance Design: Motion, Dance De-
s(gn Shape and Time, Dance Design: Space,
Sound, Color. First film 17.3 min., 2nd film 19.7
min., 3rd film 19.1 min., 4th film 16.3 min., 5th
film 18.8 min. Purchase $190 per film, Super 8
Cassette $140. From The Athletic Institute, 200
N. Castlewood Drive, North Palm Beach FL
33408.

. mentary level for teachers and psychologists.
Shows a racially and socio-economically inte-
grated group of 22 to 4 year old children re-
sponding to the inner stimuli of music and
rhythm in an experimental early childhood edu-
cation program. The film emphgsi
cept that children are natural
given the opportunity and that they
quickened frém within and allowed to
their own way. Sound, color, 13 min. Purchase
$155. Rental $17.50 per day. Documentary
Films, 3217 Trout Gulch Road, Aptosr CA
95003.

DANCERS IN SCHOOL Worth viewing. Gives

good survey of the “Artist-in-the-Schools” Pro-
gram. Shows Murray Louis, Bella Lewitsky and
their companies as well as Virginia Tanner and
her students in.residence in public $hools.
Shows performances, classes for students, work-
shops for teachers. 1971. Color, 16 mm, 28 min.

. Rental or purchase from Pennebaker, Inc., 56

West 45th Street, New York, NY 10036. Cost
for purchase $250, rental $15.00.

LEARNING THROUGH MOVEMENT A fine

film involving both boys and girls in a normal,
public school situation. Produced and directed
by Ann and Paul Barlin showing the explora-
tion of movement and some large group move-
ment by chifdren in grades 1-6. 1967, 16 mm, b/
w, sound, 32 min., rental $20. Sale $165 from SL
Film, -5126 Hartwick- Street, Los Angeles, CA
90041." (Also available for rental from Alverno
College for $5.00. 3401 South 39th Street, Mil-
waukee, WI 53215 (Multimedia Center).

beautiful film written and
narrated by Janet Adler, produced and directed
by Virginia Bartlett. Etcellent for those work-

DANCE WITH JOY Early childhood and ele-
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MOONSTARS,

~

ing with disturbed children. Autism is the focus
in this film. Stresses body language. BAY,
sound, 30 min., 16 mm. From University of Cali-
fornia Extensnon Media Center, (FN), 2223
Shattuck Avenue, Berkely, CA 94720, 1970.
Also Alverno College \

MOONMONSTER Third of series of films from

the Children’s Creative Dance Theatre directed
by Joyce Boorman. Ages 6 and 7. The viewer
sees the finished dance and then a *‘flashback”
to the children involved in its creation, finally
the finished dance again. Intended for teacher
and parent education with an emphasis on the
process of exploration and discovery. Color, 16
mm, 12 min. Cost $184 for purchase from Joyce
Boorman Associate Professor, Department of
Movement Education, University of Alberta,
G112 Education S., Edmonton, Alberta, CAN-
ADA T6G 2G5.

SUNDROPS AND
RAINBEAMS The first film in the series from
the Children’s Creative Dance Theatre at the
University of Alberta. Children ages 3 and 4.
Explains  the philosophy underlying the chil-
dren’s work I AM, I CAN, I KNOW, I FEEL, I
BELONG. Rain and puddles .developed from
skips and jumps, small white cloud from grow-
ing, turning and sinking, stars from shapes and
finally the rainbow from working with coloréd
ribbons. The film is intended for both teacher
and parent education to assist them in under-
standing the role and significance that dance
has in the education of the young child. Color,
16 mm, 12 min. Purchase cost: $200, from Joyce
Boorman, 'Associate Professor, Departmeng of
Movement Education, University of Alberta,
G112 Education S., Edmonton, Alberta, CAN-
ADA T6G 2G5. S

MOVEMENT IN TIME‘AND SPACE Primary

school children in Bristol, England dance their
underwater ballet. Reveals a fifre sensitivity for

‘many different types of movement. Shows the

end product of dance classes rather than the
process of learning and teaching, but displays
very well-developed body awareness. B/W, 16
mm, 30 min. Cost for purchase $300. Rental $35
from The British Broadcasttng Corporation,
Film Sales, Manulife Centre, Ste. 5¥0, 55 Bloor
Street West, Toronto, Ontario, CANADA M4W
1AS.

MOVEMENT SPEAKS 11 and 12 year old boys

from an English mining town who develop ex-
pressive aspects of movement under the verbal
guidance of the headmaster. Particularly help-
ful for teachers because of the teaching ap-
proach and the fact that not all of the move-
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ment results are successful. Rental $4 from .

Wayne State Umversltyq Systems Distribution

and Utilization Department, V5440 Cass Ave-’

nue, Detrort MI 48202. 16 mm, b/w, 30 min.

PETER RABBIT A ‘beautiful 90 min. film choreo-

graphed by Frederick Ashton. Peter Rabbitand

Tales of Beatrix Potter was filmed on the rolling
hills of Britain’s Lake District and in a special
studio buit to scale—from a mouse’s point of
view. Colo®, 16 mm. Rental $100 from Bellevue
Film Distributors, #2, 1019 -817 Avenue S.W.,
Calgary, Alberta, CANADA T2T OA7.

PREPARATION: DANCE Presents an approach

to teaching dance that, embodies both creative
and pre-technical learning for children who may
wish to study ballet or contemporary dance.
Follows a group of 6 to 8 year olds of average
ability through a class. Class includes both the
purely technical method of teaching and the
wholely creative program and show how each of
the two,approaches can be used within the class
structure. Uses music and poetry. Color, 16 mm,

12 min. Purchase«$225, Rental $15 from Cana- -

dian Filhavers Distribution®entre, 406 Jarvis
Street, Toronto, Ontario, CANADA M4Y 2G6.

QUEBEC 4, 5, 6 A beautiful illustration of awaken-

ing the senses of young children. The reactions
and movements of the children to snow, large
styrofoam pieces, percussion dbjects, paint,
paste, cellophane bicycle wheels and other
noise makérs are sensitively portrayed with
children’s sounds without words as a back-
ground.-Color, 16 mm, 20 min. Purchase $228,
Rental ynknown, from Cine-Media- Ltd., 49
Bathurst Street, Toronto, Ontarlo CANADA

- M5V 2P2.

RHYTHMETRON Arthur Mitchell, founder of

the Dance Theatre of Harlem, explaing ballet to
agroup of youngsters while his students demon-
strate at the barre. It is shown to be a part of
everyday experience, neither alien nor out-of-

SOUNDANDMOV

James. Reeves .

{
Shows the children working with each aspect of
the rhyme and then working with it in its total-
ity. Finally, some of the actions are taken into a
very simple partner dance. Intended for teacher
and parent education. Color, 16 mm, 12 min.

- Purchase $205 from Joyce Boorman, Associate

Professof, Department of Movement Educa-
tion, Unf vers1ty of Alberta, G112 Education S.,
Edmonton, Alberta, CANADA T6G 2G5.

OWLY SLOWLY Fourth film in the series of

five from Children’s Creative Dance Theatre at
University of Alberta. Shows one possible way
of combining the art of poetry with the art of
creative danceu%{nldren ages 9 and .10 work

with both Haiku 'and the poem “Slowly” by

Depicts clearly a stage of development /he
children’s work when they are beginning to
~comprehend. that poetry cannot only be read
and illustrated visually but can be re-stated in
an entirely different form—creative dance.
Color, 16 'mm §12 min. Purchase $236 from
Joyce Boorman, Associate Professor, Depart- &
ment of Movement Education, University of Al-
berta, G112 Education S. Edmonton, Alberta,
CANADA T6G 2G5.

ENT Movement improvi-
sations accompanied soun¥s of voice, hands,
feet and unconventional musical instruments.
Directed by Barbara Mettler. 16 mm, color,

~ soung. Rental $9; sale $180. From Tucson Crea-

tive’ Dance Center, 3131” N, Cherry Avenue,
Tucsorn, AZ 85719.

SURE I CAN DANCE Artists in the

reach to young People Three works are pexs .

b

formed: ‘“‘Fete Noire,” *‘Boisfera,’”’ an
“Rhythmetron.” 1973, Color 16 mm, 40 min.;
rental or purchase from Audio Visual Di ision,
McGraw-Hill Ryerson Ltd., 330 Progres§A

Schools . Ririe- Woodbury Co. Good over-
all introductlon to dance.with enthusiastic
dancers, exciting costumes and colors. Adult
dancers. Shows class work in the schools, grades
1-3, 3-4, brief middle schoal and special educa-
tion work. A good film to arouse interest and ex-
citement in dance and its possibilities. Con?
veyed the idea of dance for everyone. From Film
Images, 1034 Lake Street, Oak' Park, IL 60301.

TOWARDS DANCE Last of the five films in the

. nue, Scarborough, Ontario, CANADA M1P 2Z5.
SKIP, SKIP, SKIP The second in the series of

films from the Children’s Creative Dance The-
atre directed by Joyce Boorman at the Univer-
sity of Alberta. Shows the development of a sim-
ple rhyme Skip, skip, skip
. Curl up small
Spread way out
And roll like a ball.
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series from the Children’s Creative Dance The-
atre. Shows two dances created for students
aged 11 to 13 years. First dance deals with the
concept of abstract desrgns created by the body
and its juxtapositions in and with space. The
second dance deals with the exploration of the
transitory human relationships that come about
in moments of greeting and farewe]l and the
miore stable relationship- created by unison
mood and action. Intended for upper ele-
mentary and junior high school area both teach-
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ers and students. Color, 16 mm, 12 min.
Purchase $245 from Joyce Boorman, Associate
Professor, Department of Movement Educa-
tion, University of Alberta, G112 Education S.,
Edmonton, Alberta, CANADA T6G 2G5.

WHAT IS RHYTHM Natural rhythms in the en-

vironments, rhythms made by movements of
people, animals, and objects. Animations which
explain beats, accents, phrases are shown sim-

~ ply and directly. 16 mm, color, 11 min. From
Bailey-Film Associates, 11559 Santa Monica
Boulevard, Los Angeles, CA 90025.

Films at No Cost

The following is a list of motivational films which
are short and frequently available from local pub-
lic libraries and state untversities at little or no
cost. They can be used effectively.to motivate crea-
tive movement responses through an understand-
ing of the relationships betueen dance and lan-
guage arts, visual arts, humanities, and
music. - '

'

ART AND MOTION 17 min., sound, color. Sale
$167.50 from Encyclopedia Britannica Educa-
tional Corporation, 425 North Michigan Ave-
nue, Chicago, IL 60611. Rental $8 from Univer-
sity of California, Extension, Media Cenler,
Berkeley, CA 94720.

CHRISTMAS CRACKER 9.min., sound, color.
Sale $110, rental $6 from Contemporary Films/

McGraw-Hill, 330 West 42nd Street, New Y ork \

NY 10036. - Y

_ DANCE SQUARED 1963. 4 myn., sound, color.
Sale $65, rental $6 from International Film Bu-

reau, 332 South M;chlgan Avenue, ¥hicago, IL\

* 60604

FANTASY OF FEET 1970. 8 min., sound, colof.
Sale $120 from Encyeclopedia Britannica Educa-
tional Corporation, 425 North Michigar Ave-

% nué, Chicago, IL 60611. ’

A )

HAILSTONES AND HALIBUT BONES (Parts

I & I1). 1964-1967. 6 and 8 min., sound, color.
Sale $90 each part. Sterling Educational Films,
Inc., 241 East 34th Street, New York, NYlOOlB

HOO HA 1967. 5 min., sound, color. Rapaport Co.
(Monroe), 175 West 72nd Street, New York,

NY 10023. i

IMAGES FROM NATURE 1962. 7 min., sound,
color. Rental $3.60 from Indiana University Au-
die-visual Center, Bloomington, IN 47401.

Tt . "\

-
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I#TTLE BLUE AND LITTLE YELLOW 1962.
11 min., sound, color. Sale $125, rental $10 from

Contemporary. Films/McGraw-Hill, 330 West -

492nd Street, New York, NY 100‘36 .

McLAREN, NORMAN FILMS 1%44-1961.
" Among these short imaginative films, the most
appropriate for dance are “*A Chairy Tale,” “Ca-
“non,’™ “Fi\ddle de-dee,”” ‘““Hen Hop,”
“Rhythmetic,” and “Hoppity Pop.” Sale and
rental. International Film Bureau, Inc., 323
South Mlch)gan Avenue, Chicago, IL 60604.

‘ONCE UPON |A TIME THERE WAS A DOT
1967. 8 min., sound, color. Sale $135, rental
$12.50 from Contemporary Films/McGraw-

Hill, 330 West 4‘>nd Street New York, NY

10036.

SNOWY DAY 1964. 6 :min., sound, color. Sale $90,
~rental $5. Weston Woods Studio, Weston, CT
06880. - ,

The most cumpletc list of dancg ﬁlms up to 1969

may be.found in thc April 1969 issue 0/ Dartce
Magazm(’ ) ,

‘ g v

Recording Companies’

The companies listed provide records for folk, eth-
nic, and children’s creative dance. (Send for cata-
logs.)

BOWMAR, 622 Rodier Drive, Glendale, CA
91201.

DANCER'S SHOP Children's Music €enter,
5373 W. Pico Boulevard, Los Angeles, CA
90019. .

EDUCATIONAL ACTIVITIES, INC, P.O.
Box 392, Freeport, NY 11520 (Kimbo Educa-
- tional Records also included.) : 1

FOLKWAYS/SCHOL RECORDS, 907
Sylvian Avenue, Efglewood Cliffs, NJ 07632.

, -
HOCTOR EDUCATIONAL RECORDS;
,Waéiwnck NJ 07463.

RCA RECORDS, Radio Corporation of
America, 1133 Avenue of the Americas, New
- York, NY 10017.

S & R RECORDS, 1609 Brtﬁdway, New
Yor’&, NY 10017.

"YOUNG PEOPLE’S RECORDS, c/o Living
Language, 100 6th Avenue, New York, NY
10013.

o~
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Recordings for Dance at Elementary
Level

BELA BARTOK, Phillips. #SAL 6500-013. Piano
music—excerpts from **Mikrokosmos,” “Out of
Doors,™ “Sonatina.” Short recordings which are
very useful for movement exploration.

CARNIVAL OF THE ANIMALS, Saint-Saens.

Columbia. Stereo #MS-6368. Animals suggested
by the music: lions, chickens, donkeys, turtles,
and elephants.

CHILDREN’S CORNER SUITE, Debussy. Co-
lumbia. Mono and Stereo #MS-6567. Six piano
pieces utilizing a variety of rhythmic and me-
lodic qualities.

ELECTRONIC MUSIC, Philips. Stereo #PHS

. 600-047%. Best for upper grades.

' ELEGTRONIC RECORD FOR CHILDREN,

THE, Dimension 5 Records, Box 185, King-
sbridge Station, Brunx, NY 10463. Stereo #E-
141. Such selections as “Upside Down" and
“Spiders™ would be useful for creative move-
ment experience.

FTDDLE FADDLE, RCA. Stereo #LSC-2638.
Popular arrangements by Leroy Anderson such
as Syncopated Clock and Plink, Plank, Plunk.

FOUR SWINGING SEASONS, Capitol Interna-
tional. Stereo #SP-10547. Useful for upper
grades particularly for rhythmic studies. Uses
blues, pop, rock, folk and bossa nova. Jazz ver-
sion of Vivaldt's music.

/IN SOUNDS FROM WAY OUT, Perty-Kingsley,

Vanguard Records. #VRS-9222. Short selec-
tioris with an- obvious beat. Could be used for
humorous movement exploration which change
bodily shapes or isolated use of body parts.

LISTEN AND MOVE Sla RIES, McDonald 7 Ev-
ans, Ltd.. 8 John St~ Lond‘on WCI. Four

. ‘records (Green label). Perfussion rhythms and
piano music. [faban approach to movement

LOTUS PALACE, THE, Alant/borber, MGM
Records Division, #V6-8711. Sifar orchestration

of popular songs. Interesting sound. Dramatic -

possibilitigs. *

MOOG—THE ELECTRIC ECLECTICS OF
DICK HYMAN, Command Records. Stereo
#938-S. Unusual tonal and rhythmic effects pro--
" duced by a mouog synthesizer. Fascinating with-
humorous potential.

MUSIC FOR RHYTHMS AND DANCE, Vol.
#4, Freda Miller Records for Ddnce, '131

.
-

Bayview Avenue, Northport, NY 11768. Former
accompanist and composer for Hanya Holm,
the late Freda Miller has written these excellent
compositions for basic and dramatic movement.
Movement ideas are suggested.

MUSIC OF EDGAR VARESE, Columbia. Mono
and Stereo #MS-6146. Best suited to upper ele-
mentary grades because of the complexity of
both sound and rhythmic variations. Selections
are long but this music can be used to initiate
movement exploration. Wind, brass, and un-
usual percussion. .

MUSIC TODAY, Angel Records #5-36558. New
music ffom England. “Collages” is excellent.

P CORN BY HOT BUTTER, Musicor Stereo.
#MS-3242. Eleven selectiéns by moog synthe-
sizer and other instrufients. Recognizable mel-
odies. Today’s music.

SPACE SONGS, Motivation Records, Division of
Argosy Music Corp. #MR-0312. Singing science
record for elementary level. A good opportunity
to integrate science and dance. °

SWITCHED ON BACH, Columbia. Stereo #MS-
© 7194. Moog synthesizer. Bach selections. Inter-
edting contrasts useful for locomotor responses.

WAY JUT RECORD, THE, Dimension 5 Records.
Stereo #D-131. Unusual sounds and electronic
effects. Use record side without narration.

-

RECORDINGS FOR DANCE AT THE
HIGH SCHOOL LEVEL

AFRO RHYTHMS@/{ontego Joe. Kimbo. LP
6060.

AFRICAN ‘HERITAGE DANCES, Mary Joyce
Strahlendorf. Activigy Record AR 36

BACH’S GREATEST HITS Swingle Singers. '

Philips PHS 600-097. %

BALLET CLASS, Roni Mahler. Statler Records.

Pre-ballet’ No. 1032
. Beginners No. 1033
Intermedlate No." 1034

BALLET MELODIES Momovam and Orchestra.
LL1525 London. e

" BASIC DANCE TEMPOS, Educational Activi-
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ties, Inc: LP501-A For floor technique and loco-

“

motor movement - .

:BAREFOOT BALLET John Klemmer—

ABCB—-—ABC Records 950.

-
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) BURT BACHARACH, A & M Records, 1416 N. GREEN ONIONS AND BEHAVE YOURSELF, .

° LaBrea, Hollywood, C'A 90028 ACC()mpamment Stax S127. Used for composition.
for moods. Reach Out. ' GWEN VERDON PREPARES TO MOVE,
CHRISTMAS WITH THE CHIPMUNKS, Lib- Kimbo LP9091.

erty Records, Inc. Los Angeles 28, CA. By Alvin,

Simon, The()dyre, and David Seville. LST7256. HOT SHOT, gianlvsingle. West End Records. WES

: Fun for special composition. 12111B
DANCE CLASS WITH PETER GENNAgo, ICARUS, Paul Winter; Winter Consort. Epic/
Kimbo. [LP9065. . Records. KE 31643.
DANCE CRAZE, Capitul. EAP 1-927, Bunny Hop. IMPROVISATIONS OR MODERN DANCE
Charleston, Hokey Pokey, The Creep. i Sarah Malamente. 599.

ELECTRO‘VIBRATIONS, by John Eaton. JAZZ CLASS, Art Stone, Statler No. 1057 & 1058.

R d '\1(‘ —New YorK, NY. DL

Pecca D Sy ork DL JAZZ FROM DIXIE, Featuring Rampart Street
. > Six Kimbo. USA Records. LLP 1099. Box 55,
’S, Composed by Evelyn O. Jen- Deal, NJ. Rhythmic Exercises, Dynamic Music.

sen, Betty Toman. lowa State University,
4 Ames IA Y-71971. Great for beginning tech- JAZZVILLE, Statler No. 1008.

nique. -LET THERE BE DRUMS and QUITE A BEAT,
FLOATERS, by Floaters. ABC' Records. AB1030. Imperial Records 5775. For composition.
FREDA MILLER RECORDS FOR DANCE, (2. LISTEN, MOVE AND DANCE, Volume I Capi-

3. 4) Department A. Box 383, Northport, NY tol Records. Creative products. Mostly side 2.

11768. H-21006. For middle and high school.

Album 2 A Includes: changes in tempo— LISTEN TO THE CITY, Tim Weisberg. A & M

Side 1 technique suggested combina- Records. SP 4545, - ~

tions and patterns. ‘ .
B A [echnique Study ..r‘[‘he Fable of MISSISSIPPI GAMBLER, Herhle Mann. Atlan-

the Donkey” may be used as a tic Records. SD 1610.
‘ﬁmshmg pr(fajec'l‘. MODERN DANCE, Music for Composition.
A “Dance Project” may be used asa & + Betty Keig & Madelin S. Nixon. Educational

concert piece for Activities, Inc. Freeport, L.I. New York. LLP 503.

Side 1 individuals or group creativity. Suggestions for less experienced teachers,
B Composition and Improvisation. designed as a guide for the imagination and not
Polonaise, Waltz, Abstraction, as rules to be followed. A stimulus for creative
Unison, and a Hebraic melody teaching which offers a wide range of feeling
\J based on the story of Ruth (Alxen ) qualxt) from l)gh[ and delicate to strong and dy-

\ Corn). namic.
Album 3 A Studies fo? Compositior_\ excel- MODERN INTERPRETIVE, BIRTH OF THE
lent for all leyels. Aids in tech- . "BEAT & DRUMS ARE MY BEAT, Imperial

nique and understanding* of 5809, .

tempo and variations. Included: :
Western Dance, Theme and-Va- MODERN JAZZ EXERCISE MOVEMENTS,

riation (of *'Three Blind"Mice”), London and Harris. LP 3030.

A ican. Anti d Mod .
American. Antique and Modern M GYIE SOUNDTRACKS: Wiz, Cabaret,
N ' West Side Story, Guys and Dolls. Mame, Bub

B A composition to use for choreog-
raphy and creativity. Music bling Brown Sugar, Porgy and Bess.

“Time outfor a Dream" original,  MUSIC FQR-MODERN DANCE, Bradshaw Be-

L] but can be used’for other ideas all. Kifabo LP 6090.
+and “storite.” OREG NGERT, V d Record
. ON—IN CO T, g
Albim 4 1. Music for Rhythms and Dance Oregon; vlé\ID 79358. ansyar eeords.
. : 2. “The Pied Piper."” two scenes for

acreative and dramatic presenta- PATTERNS IN, JAZZ, by Robm Hoctor. HOP

tion. 4200.
~ .~ "
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PIANO RAGS, by Scott Joplin. Volume II. None-
such Records 71264. Stereo.

RITE OF SPRING, THE, Stravinsky. RCA
\'iptor. LM 2085. (A growing piece of music.)

.

SONGS IN THE KEY OF LIFE, Stevie Wonder.

TAMLA T13-34C2.
SWAN LAKE, Tchaikovsky. RCA LM 1003.

f
. TIM WEISBERG 4, Tim Weisberg. A & M

Records. A & M SP 3658/Stereo. SP 33719
Very helpful to all groups.

TURKEY IN THE STRAW, by Mlchael Stewart
and the Sandpipers. Golden Records. Mitch
Miller & Orchestra.” FF1033B. Typlcal hoe-
down.

VIRTUOSO GUITAR MUSIC, by John Wil-
liams. Columbia ML 6096. )

WEATHER REPORT, Columbia Records/
Stereo. C30661. Middle or high school. N

WILLIAM TELL VERTURE, any recording of -

it.

VIDEOTAPES - , \

ARTS IN EDUCATION, A thirty-minute video .
program depicting and discussing the value of y*”

the arts as an educational process. No fee.
Available from the Art Supervisor, Wisconsin
Department of Public Instruction.

CREATIVE MOVEMENT FOR CLASSROOM
TEACHERS, Part 1, Children ages 5-7 present

\ space and shape concepts and an overview of
creative movement for classroom and musi
teachers. There is a stress on language arts skil{g
to be learned through movement experiences.
B/W, 60 min. Available on 3/4” cassette or 1/2”
réel-to-reel videotape. Must be specified. Rental
$30 per tape, purchase $240 a pair. Parts!l and 2
from Division of Continuing Education, Univer-
sity of Montana, Missoula, MT 59812.

CREATIVE MOVEMENT FOR CLASSROOM
TEACHERS, Part 2, Presents concepts of time
d energy with 5-7 year olds in the classroom.

’ &partlculars above.

THE ELF AND THE TOADSTOOL, Ages 7-8.
Children’s dances iriclude “The Piizzle Dance,”
“Pizzicato Polka,” “The Elf and-the Toad-
stool.” The children’s first attémpts at choreo-
graphing in small groups is shown. Color, 40
min. Purchase $20.00 plus shipping from Audio-
visual Media Department, Faculty of Educa-
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tion, Uni.vers‘ity of Alberta, B117 Education N.,
Edmonton, Alberta, CANADA T6G 2G5. \

I AM ME,; Virginia Tanner’s work with children of
.all ages who are stimulated by rhythms created
by the names of vegetables and fruits, colors
and the blending of dyes. by music and shapes
they observe around them every day. Color, 30
. min. Purchase $45 from K.U.E.D. Channel 7
Video, 101 Music Hall, University of Utah, Salt
Lake City, UT 84112. )

MOVEMENT COLOURS THE WOBLD

Move'in Your Ouwn Way Make a Song
Sing it or Fling It  Working with
Around and About Film

Eat a Poem
Act and React

Watch a Poem
Rules Aren’t Always Real

. Attempts to show how a total movement under- -
standing, using many senses, affect our whole
being and can show children how different as-
pects of the curriculum interrelate. It should
also stimulate an attitude in them to be crea-
tive, inventive and arouse their curiosity about
many dissimilar ideas. Color, 30 min. each, 3/4”
cassettes, rental $5 each, per showing, from
Communications Media Distribution Unit, So-
cial Science Building, Room 102, The Univer-
sity of Calgary, Calgary, Alberta, CANADA
T2N IN4. .

NOW [ AM THRE@hows a group of 3 and’4
year olds ip their dance class with Joyce
Boorman establishing a trusting relatlonshlp
with her to the pomt that they are released to
explore mo¥ement in a completel) free environ-
ment. B/W, 30 min. Purchase $20 plus shipping
from Audiovisual Media Department, Faculty
of Education, University of Alberta, B117 Edu-
cation N., Edmonton, Alberta, CANADA T6G
2G5.

NOW I AM THREE #2, Shows children of 3 and 4
years old after havirig had 12 weeks of classes,
each 30 min. in length, and the progress they

- haVe made with the same teacher as the #1
videotape. Shows the necessity for breaking
down conceptual challenges, circumnavigated
and repeated so as to facilitate better learninig.
See particulars for ordering under NOW I AM
THREE #1.

THE PEDDLER AND HIS CAPS, or Creative
Dance for Children to ‘Watch. University stu-
dents in a curriculum and instruction course in
Creative Dance by Joyce Boogman are chal-
lenged to choreograph dances for a child audi-
ence. Assignments include “The Peddler and
His Caps,” “The Gunny Wolf,” “Miss Muffet,”
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“The Night Before Christmas” and others.
Color, 50 min. Purchase $20, from Audiovisual
Media Department, Faculty of Education, Uni-
versity of Alberta, B117 Education N,
Edmonton, Alberta, CANADA T6G 2G5.

SUPPOSE YOU MET A WITCH, An ideal €ideo-

>

BOOKS

tape for student. teachers and those teachers

" looking for ideas for integrating creative dance

and classroom subjects, It shows a class of 4th
grade children working creatlvely with.the story
of a witch in movement, language development,
‘and art. Individual parts of the story are ex- -
plored in movement, then part’selected and
combined to create the story as a whole. Taught
by Jean Cunningham from the Udiversity of
British Columbia, CANADA. B/W, 20 min.
Purchase $24, rental T.B.A., from Faculty of
Education, Audio-visual Department,*Univer-
sity of British ,Columbia, Vancouver, B.C,,
CANADA V6T 1W5. .

Aesthetics, Philosophy and Appreciation

Brown, Jean Morrison, editer; The Vision of Mod-

Denby, Edwin, Looking at the Dance, New Yor
Curtis Books, 1968.

ern Dance, Princeton, New Jersey: Princeton
*Book Company, 1979. Selections of writings
from 21 creators of modern dance from Duncan
to Limon to Pilobolus. The articles reveal not
only how the revolution of modern dance was

Langer, Suzanne K., Feeling and Form, New York:

Charles Schribner’s Sons, 1957.

Philosophy is a New Key, New York: New
American Library, 1964.

Problems of Art, New York: Charles Schribner’s
Sons, 1957

Little, Arammta Dance as qucatzon Washing-

ton, DC: AAHPER National Dance Associa-
tion, 1977.

Martin, John, Introduction to the Dance, . New

« 2

f

York: Norton, 1939. Republished by Dance Ho-

rizons, Inc., 1965. Provides insight into Martin’s

thinking on modern dance as an artdorm in the
late 1930’s.

The Modern Dance, New York: A.S. Ba.gnes,
1933. Republished by Dance Horizons, Inc.,
1965. Martin’s first work on the analy51s of mod-

" ern dance as an art form. -

. Nadel, Myron H., and Constance Nadel, The Dance

born and has constantly renewed itself, but .

gives a feeling for the different stylistic qualities
and priorities of each succeeding generation.

Dewey, John, Art as Experiance, New York: G.P.

Putnam’s Sons, 1958. '

L]
Ghiselin, Brewster, The Creative Process, New

York: New American Library, 1955. '

H’Doubler, Margaret, Dange: A Creative Art Expe-

. lished by University of

. Crofts, 1940. Repub-
isgonbifi Press, 1966. A
classic in setting forth atruly educational phi-
losophy for the teaching of dance as a creative
art form. Advocates dance for everyone as an
aesthetic and enjoyable experience.

rience, New Yark: F.

Jowitt, Deborah, Dance Beat: Selected Views and

Reviews 1967-76, New York: Marcel Dekker,

Inc., 1977. Collection of dance articles and criti-
cism; captures the diversity of the dance scene
in New York for those ten years. Interests range
from ballet, to modern, ethnic.
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Expertence Readmgs in Dance Appreciation,
New York: Praeger, 1970. Collection of essays
written primarily by dancers, critics and educa-
tors. Original sources cited. Each selection fol-
lowed by questions; questions not always perti-

nent. Readings reflect aesthetic issues but do

not provide reader with background in tradl-
tional aesthetic theory necessary to truly ex-
amine the concepts being presented.

Sheets, Maxine, The Phenomenolog} of Dance,”

Madlson WI: University of Wlsconsm Press,
1966. =

Siegel, Marcia B., At the Vamshmg Paoint. A Crztzc

Looks at Dance New York: Saturday Review
Press, 1972. The dance critic herein presents
the progress of dance from 1967 to 1971. Her
writing is extremely enlightening to the reader

and should help the dance teacher to grasp the

essence of dance more clearly.

The Sbapes of Change: Images of American
Dance, Boston: Houghton Miflin Company,
1979. A look at the development of American
dance through the themes major choreogra-
phers have chosen to explgre and through the
forms and styles of movement they have cre-

ated. Siegel analyzes more than forty Jandmark, |
dances, relating the works to their social and
hlstoncal content.

Watching the Dance Go By, Boston: Houghton
Miflin Co.,.1977. Valuable from a historical and

" aesthetic point of view. It is a selected collection

of reviews covering the years from 1972-1977.

Ms. Siegel is one of the most prominent Ameri- -

can dance critics.
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Sorrell, Walter, The Dance Has Many Faces, New
York and London: Columbia University Press,
1951,

Dance for Children

Andrews, Gladys, Creative Rhythmic Movement
for Chzldren Englewood Cliffs, NJ: Prentlce-
Hall, Inc.,.1954. .

Boorman, Joyce, Cregtive Dance in the First Three
Grades, Don Mills, Ontario: Longman.Canada
Limjted, 1969. Provides practical help on devel-
op#ient of movement concepts.

Creative Dance in Grades Four to Six; Don
Mills, Ontarlo Longman Canada lelted 1971.
Further ‘development of Miss Boorman’s first
book for the.upper grade level.

Bruce, Violet Rose, Dance and Drama in Educa- .

tion, 1st edition. Oxford, New York: Pergamon
Press, 1965.

Carroll. Jean and Peter Lofthouse, Creative Dance
for Boys, London: MacDonald and Evans Ltd.,
1969. This book would be particularly helpful to
those wishing help in teaching boys.

Cherry, Claire, Creative Movement for the Devel-
oping Child, Palo Alto, California: Fearon Pub-
lishers, 1971.

Dimondstein, Geraldine, €hildren Dance in the
Classroom, New York: Maé¢millan Publishing
Co., Inc. 1971. Provides a form which unifies un-
derlyihg concepts and instructional procedures
and at the same time allows for the unpredict-
able responses from teachers and children that
will emerge from 'the discovery process It is
written for potential elementary classroom
teachers, practicing elementary and presehool
teac hers, and private teachers of dance to young

children. Includes lesson plahs using concepts

dealing with timey space and force.

Exploring the Arts with Children, New York:
Macmillan Publishing Co., Inc. 1974.

Driver, Ann, Music and Movement, London: Ox-~

ford University Press, 1958. .

Flemmg, Gladys, editor: Children’s Dance, Wash-
ington, DC: American Association for Health,
Physical Education and Recreation, 1973. A sig-
nificant research project executed by a task
force made up of some of the most outstanding
dance educators in the country. It includes phi-
losophy, examples of model programs on vari-
ous levels for boys as wellas girls, folk and eth-
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nic dance, dance as art, making dances, and
future directions of dance in education.

Fleming, Gladys Andrews, Creative Rhythmic
Movement, Boys and Girls Dancing, Engle-
wood Cliffs, NJ: Prentice-Hall, Inc., 1976. A
very practical and helpful book especially for
the beginning teacher. It includes ape character-
istics of the growing child, the nature of creativ-
ity and rhythmic movement, the content of
movement, recordings of what the teacher says
with the student responses for several grade
levels, original songs for use in teaching, how to
develop movement. from kindergarten*on up,
how, to get started, chants, dance songs, folk
danées and how to make dances.

Gilbert, Anne Green, Teaching the Three R’s
‘ " Through Movement Experiences, Minneapolis,
MN: Burgess Publishing Co., 1977.

Gillion, Bo,nnie_Gherp, Basic Movement Education
for Children,, Reading, MA: Addison-Wesley,
1970.

Gray, Vera and Rachel Percival, Music, Movement
and Mime for Children, New York: Oxford Uni-
versity Press, 1962. :

Hughes, Langston, The First Book of Rhythms,
New York: Franklin Watts, 1954.

Hymes, Jates L., A Child Development Point of
Vteu New Jersey Prentlce Hall, Inc., 1955.

Jacobs ¥-eland B., ed., Using Literature with
Young Chzldren New York: Teacher’s College

Press.

Jenkins, Ella This is Rhythm, New York Oak Pub-
lications, 1962.

Joyce, Mary, First Steps in Teaching Creative
Dance, Palo Alto, Cahforma National Press
Books, 1973. .

King, Bruce, Creative Dance Experience for
Learning, New York: Bruce King.Studio, 1973.

Creative Movement, New York: Bruce King

Studio, 1968.

Logsdon, Betty J., Kate R. Barret, et al, Physical
Education for Children: A Focus on the Teach-
Mg Process, Philadelphia, PA: Lea & Febiger;
1977. Chapter “Educational Dance” would be
helpful. Content based on Labananalysis.

Maynard, Olga, Children and Dance and Music,
New York: Scribner, 1968.

Monsouy, Sally, Marilyn C. Cohen, Rhythm in Mu-
sic and Dance for Children, Belmont, CA: Wad-
sworth, 1966. Recorded music, program ideas,
lesson plans and bibliography.

3 .
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Murray. Ruth Lovell. Dance in Elementary Educa-
twn, 2nd edition. New York. Harper & Row
Co.. 1933.

 Powers. William K.. Here is Your Hobby Indian
Dancing and Costumés. New York: G.P. Put-
nam’s Sons. 1966.

Preston-Dunlop. Valerie Monthland. A Handbook
/ur\ Modern Educational Dance: London: Mac-
Donald and Evans. 1963.

Russell. David Harris. Chiléiren's Thinking, 2nd
edition. Ginn & Co.. 1961, °
- Russell. Joan. Creative Dance in the Primary

Schop!l, London: MacDonald and Evang. 1968.

Creatite Motement and Dance for Children,
Boston: Play. Iac.. 1975.

Schlein. Miriam. Shapes. New York: William R.
Scott, 1964 A Children’s book which would be
helptul i ~timulating exploration of movement
shapes

J
Schmiderer. Dorothy. The Alphabest Book. New
3‘2 York: Holt. Rinehart & Winston. 1971. Chil-
dren’s book dealing with <hapes ot letters.

Schurr. Evelsn I...
Children New York: Applezon-Century-Crofts.
1967

Sesame Street Books. The. Boston: Little. Brown,
1969. Five books. Numbers, Puzzles, Shapes.
Letters and People and Things

Sheehy. Emma. Children Discover Music and
* Dance. New York: Teachers College Press.
1968. ’ .l

blkes Geraldine Brain. Chibdren’s [z‘terature for
Dramatization. New York: Harper and Row.
1964.

Sitomer. Mindel and Har® Sitomer. What ts'Sym-
metry’. New York: 'I‘homas Y. Crowell. 1972.

Squires. John d.. and Robert E. McLean. American
Indian Dances. New york' Ronald Press, 196‘3

Winters. Shirley J.. Creatite Rhyvthmue .\I()Lement
for Chddren of Elementary School Age. Du-
bugue. IA: W.C. Brown Co., 1973,

i N

‘.Dance Composition -

Notes on Choreog-
New York:

. Cupningham. Merce. Changes
+ raphx. Edited by Fr S Starr.
Something Elsé Pres4] 1988.

Elifeldt. Lois. A Primer for Choresgraphers, Palo
Alto, CA: University of Southern Calif};rnia,

Muocement Experiences for

¢ ’ . _—
National Press Books, 1967. Particularly useful

for beginning choreographers. High School level
and above.

3 [y

= Grant, Gail, Technical Manual and Dictionary of
Classical Ballet, third or fourth edition. New
York: Dover Publications. Inc.. 1967. Gives
clear, easily understandable definitions of ballet
terms with explanation of differences in Italian
(Cecchetti method). French method and Rus-
sian method.

Hawkins, Alma M.. Creating through Dance, New

Jersey: Prentice-Hall, Inc.. 1964. Approaches

- the teaching of dance through concepts funda-

,mental to the understanding of dance as a crea-
tive experience. Good for grades 7-12. '

Hayes, Elizabeth, Dance Production for High
Schools and Colleges. New York: A.S. Barnes,
1955. Emphasizes the nature of the creative act,
various means for increasing aesthelic aware-
ness, creating with form and evaluating the
dance composition. It makes sgggestions for the
teacher for designing the dance experience. Fi-
nally. there 1s a discussion ot accompanimernt
and program planning. llustrations. and an ap-
pendix of uriginakpiano music tor dance compo-
sition.

Horst. Louis. Pre-Classic Dance Forms. New York:
The Dance Observer. 1937. A concise_ account of
the principal dances of the Renaissance. their
peasant orlglm and de\elupment into formal-
ized patterns in the courts. A work of value in
the study of dance corhposition. with detailed
analygjs of the rhythmic structure and styvle
characteristics of each form Also valuable in
the study uf dance history. Music examples and
illustrations.

L
Humphrey. Doris, The Art of Making Dances, New
l?'ork: Grove Press. Inc.. 1959. Presents some of
the most knowledgable and well-tested theories
on choreography. Basic principles.

Turner, Margery J. with Ruth Grauert and Arlene
- Zellman, Neu Dance Approaches to Nonliteral
Choreography, Pittsburgh. University of Pitts;
burgh Press. 1971. Contains theory on the non-
literal approach to dance composition.

Dance in Secondary.School

Cheney, Gay and Janet Strader. Modern Dance,
Boston, MA: Allyn and Bacon. Inc.. 1975. Short,
easily read conceptual and creative approach to

: teachmg




Lockhart, Aileene Simpson, Mudern Dance Build-
ing and Teaching Lessons, Dubuque, 1A, W.C.
Brown Company. 1966. Music and illustrations
included.

Radir. Ruth, Modern Dance for the Youlh of
Ameggea. A.S. Barnes & Company. 1944, Out of
print. Available in libraries.

Russell, Joan, Creative Dance in the Secuondar)
Schools, London: MacDonald and Evans, 1969.

Turner-Margery J . Modern Dance for High School
and College. Prentice-Hall. Inc., 1957. ‘Ap
proaches the teaching of modern dance as are-
quired subje¢t to those students disposed to dis-
like activity. Includes lesson plans that were
most successful in capturing their interest. Con-
densed to show an approach to creative tegch-
ing.

Effart/Shape

Bartemeff. Irmgard. “Contributions of Effort
Shape to Technique and Style 1in Dance.” +n
Proceedin.~ of Ninth Annual Conference on
Creative Teaching of Dance New York 1965
Order from Education Department YM-
YWHA. 92nd Street and l.exington Avenue.
New York. NY 10025,

Effort Observation and Effort Assessment in
Rehabilitation. New York Dance Notation Bu-

. reau. 1962,
ka2 N

Bartenieff. Irmgard.. Martha Davis and Forrestine
Paulay. Four Adaptations of Effort Theory in
Research and Teaching. New York: Dance No-
tation Bureau. 1970

Davis, Martha, An Effort/Shape Movement Analy -
sts of a Family Therapy Sesston, New York:
Dance Notation Bareau, 1973. (Formerly titled.
Methods of Perceiving Small Group Behavior.)

Understanding Body Movement an Annotated
Bibliograph~ . New York: Arno Press, 1972.

Dell. Cicily. A Primer for Movement Description

Using Effort 1Shape and Supplementary Con-

cepts, New York. Dance Notatiors Bureau, 1970.

Space Harmuny Basic Terms, Revised by Ai-
leen Crow. New York. l)ame Notation Bureau
1970.

Kestenburg. Dr. -iudith 8., The Role of Movement:-
Patterns in Decelopment, ¢1967 Psychoana-
lytic Quarterly, Inc. Republication, New York.
Dance Notation Bureau. 1970. "

@

72

Jordan. Larry.

Laban, Rudolf. Chureutics,
by L. Ullman. Londorii

Annotated and edited
Macdonald & Evans,

1966. ~
Masters ()/}Movement, Edited by [ Ullman,
London: Macdonald & Evans. 1960.

Modern Educational Dance. Revised by L Ull-
man. London' Macdonald & Evans. 1963. New
York: Praeger Publishers, 1965

Laban, Rudolf and F.C. Lawrence. Ejfort Londone
Macdonald & Evans. 1947. New York Interna-
tional Publications Service. 1971

Lamb. Warren. Pusture and Gestire An Introduc-
tion to the Study of Physical Behatvior.
Iund\(;erafd Duckworth & Co . 1967 tout of
print)

North. Marion.
Motement
1972

Preston-Dunlop. Valerie. A Hananoor jor Modern
EducatirnasDance London Macdonald & Es-
ans. 1963

7

Asvwement throygn

& Evans.

Personalit
London Macdonald

Thornton. ~. 4 Mooerment Porcio oo Ruacdf
Laran London Macdonald & Fvans J47]
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Film Anthologies ,

Dance joor To o v a production
handbook Maryland Center tor Public Broad-
casting, 1978, 77 pp Covers all phases ot TV
production of dance Jordan worked with Mer-”
nll Brockway 1n producing the Gireat Perform-
ances Dance series Useful for teacher~ and atu-
dents who have opportunities to produce dance
for television

Menke. Sara R. Dance Films Catalog 5746 Gab- *
bert Road. Moorpark, CA 93021, 1974. Selected
listings in Modern Dance Pantomime. Move-
ment Education, Dance Therapy. Modern Bal-
let. Art, Music, Drama. Theatre -

John, Dance Film Directory An anno-
tated and evaluative gurde to 6lms on ballet and
modern dance. Princeton Book Co . 1979, 97 pp.
Extensive film and video listings for ballet and
modern dance; some movemént education. Sec-
tion on mime, ethnic dance, film musicals of
Fred Astaire, Busby Berleley filss. Hollywood
musicals with cho)ieograph) by Balanchine. List

Mu

of ilm distributors This directory is a must for
every school instrdctional media center.

Films on Ballet and Modern Dance, notes and a
dictiondry. New York.-American Dance Guild.
' 1914 . ‘

AN
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Programmlng ~\1d from Commercial Televi-
sion, Albany" The -State Education Depart-
ment, Bureau ot. Mass C mnmunualluns 1977.
Up-to-date lLi~tipg~ ot u;mmerual video tapes
for sale un dante, art. drama. ethnic culture,
film. literature. music. poetry. science. Useful

for schools or district& to parchase currentitems

on video. Most of the material presented in the

guide ha@bee.n alred on PBS-TV. \

Extension Media Center, University of Califor-
nia. Berkeley. CA (Catalogue of'dance films for
rent or sale.

Film Catalogue, In<tructional Media Library.
University of Califorma. Los Angeles. Cata-
logue of dance films and many others for rent or

sale.
i
%

.Folk,.Soc\ihl, Square and Ritual Dance

de Sola. Carla. The Spurit Moces a handbuuk of
danceand pra.er \\_',3>hinvl(;n [.iturgical Con-
ference. 1977 Indudes “tructured and .non-
~truuured dance-praser~ fur eversone -

lifeld¢. Lo~ and Vitell L
lroom Dance. Palo Alto.

, Books. 1974 Cdver~ leading. following.
short histors on each dance. and 1t 15 easy to
read and follow”

Y

Morton., This «« Bal:
A Natwonal Press

Fallon. DennisJ and SueAnn Kuchenmeister. The
Art of Ballroom Bance. Minneapolis. Burgess
Publishing Co.. 1977 Very good for the funda-
mentals of ballroom dance. discusses styling.
leading. following. basic positions. glossary of °
common terms. turldamentah of music and
eight :ocnal dances 1n detail.-

Harris, Jan A.. Anne M. Pittman. and Marlys S
Waller. Dance A Whie Handbauk uf Fulk
Squave. and Sucial Dance. fifth edition. Minne-
apolis: Burgess Publishing Co.. 1978, Deals with .
many recreationaldance forms. square. cuntra,
soc¢ial, international fulk dance. Fucuses un ma-
terials and teaching suggestions for r‘ec'realiuaal

purposes.

Kraus, Richard, Folk Dancing. New York. The
Macmillan Comipany, 1962. Excellent.source
hook far those who teach fotk danting since it
includes a wide variety of dances organized in

+ such a way as to be very helpful. The classified
list of dancés acgurding to natlonallty. forma-
tian, level and Steps used is most useful in plan-
pingdearning units ahd lessons .

Lidster, Miriam D,.. and Dorothy H. Tamburini,
» Folk Dance Progresions. Belmont, CA. .Wad-

stvles. .

-—
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sworth Publishing Company, Inc., 1965.
(Should be a newer edition out.) Gives source
and background material for the Philippines,
Balkans, Israel, and Scandanayvia—as illustra-
tive of four cultures separated by distance yet
closely related in the motives from which their
v folklore arts were developed. Chapter on
rhythm and music, dance descriptions of 120
ethnic dances arranged by 1) walking dances, 2)
dances containing grapevine patterns, 3) the
schottische and dances based on a similar 4/4
meter sequence and pattern, 4) the twq- step
and the polka, 5) the three step“r running
waltz step and other triple meter dances, and 6)
pattern and exhibition dances.

Ortegel, Adelaide, A Dancing People, West Lafay-
ette: Indiana Center for Contemporary Celebra-
tion, 1976. Spotlights dance as a vital art form,
and an authentic faith expression that is acces-
sible to everyone.

Stearns, Marshall and Jean. Jazz Dance The Story

of Amertcan Vernacular Dance, New York: The

. Macmillan Company, 1968. Illustrations, bibli-

~ ography, selected list of films, analysis and nota-

tion of basic Afro-American movements. in-

dexed. Vibrant. authoritative record of

American jazz dance; likens evolution of jazz

dance to that of music, status of Negro in Amer-
ican society, the economics of show business.

)
History

Chujoy, Anatole, ed., The Dance Encyclopedia,
New York: A.S. Barnes and Company. 1949. A

- -reference work of factual information covering
all phas% of dance. Most thorough in the treat-
ment of ballet histdty and personalities.

Clarke, Mary and Clement Crisp, Ballet an Illus-
. trated History, New York: Universe Books,
1973. A closer look at ballet history from the
Renaissance to the 1970’s. Approach is a more
personal look at the major contributors to bal-
let. Very readable; brings ballet history to life;

y full of stories and anecdotes.

Cohen, Selma Jeanne ed.,-Dance as a Theatre Art,.
source readings.in dance history from 1581 to
the present. New York: Dodd, Mead and Com-
pany, 1974. Edited by the foremost dance histo-
rian in U.S. today: Takes the reader from the
court ballet to Tecent rebels in the evolution of
theater dance. ’ '

Doris Humphrey: An Artist First, Middletown,
CT: Wesleyan University Press, 1972. A fasci-
; natmg book on the professxonal and personal

© .
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life of Doris Humphrey who made outstanding
contributions to the early years of modern
dance both as a performer and a teacher, but
most especially as a clf}greographef.

ed., The Modern Dance, Middletown, CT: Wes-
levan University Press, 1965. Essays dealing
with the theories of Jose Limon,Anna Sokolow,
Erick Hawkins, Donald McKayle, Alwin Niko-
lais, Pauline Koner, and Paul Taylor.

deLaban, Juana, ed., Institute of Court Dances of
the Renaissance and Baroque Periods, CORD
(Committee on Research and Dance),.1972. An
extension of Dance History Research: Perspec-
tives from Related Arts and Disciplines, a 1970
" publication. Labanotation analysis of these
dances with their music is stressed along with
the dances.

De Mille, Agnes, The Book of the Dance, New :Y'ork‘.
* Golden Press (Crown Publishing), 1963.

Dancé to the Piper, Boston: Little, Brown Com-
pany, 1952. An autobiography of the american
dancer, Agnes De Mille.

Duncan. Isadora, The Art of the Dance, ed. Shel-
don Cheney. New York: Theatre Arts, 1928. A
collection of writings by the great dancer on the
nature and meaning ofher art—the philosophy
which inspired the modern dance in America. A
memorial volume including essay$ by other art-
ists as well as beautiful drawings and photo-

" - graphs.

Elifeldt, Lois: Dance’ From Magic to Art, Dubuque,
IA: W.C. Brown Company, 1976. Cuts across the
broad use of the word “dance”, identifying its
rise from ceremonies of magic, through its other
manifestations. to dance.as a performing.art.
Relevant” for dance theory classes,- history
classes and developing overall sense of what
dance is about.

Emery. Lynne Fauley, Black Danee in the United
States from 1619 to 1970, Palo Alto, CA: Na-
tional Press Books, 1972. Katherine Dunham
says of this book, . . . we are acquainted with
the history of. black dance, but we also know
much more about the enslaved and the enslav-

ers, the psychology of colonialism, and the na- - -

ture of those who hav®'danced their way out of
) poverty and racial prejudice into the opera
houses and concert halls of the world.”»

Highwa‘ter, Jamake, Dance" Rituals of Experience,
New York: A and W Publishers, Inc., 1978.

Beresents view of dance history asvigible pulse of -

. life and feeling; the spontaneous transformation
of external and internal experiences into mean-
ingful acts. Examines in detail also ten contem-
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porary dances by different major ballet and
modern choreographers.

Imel, Carmer, ed., Focus on Dance VIII, Dance -
Heritage, Washington AAHPER, 1977. Notes
on dance in America including early Mormon,
Eskimo and Square. A bicentennial retrospec-
tive and a look to the future.

Kraus, Richard, History of the Dance, Englewood
Cliffs, N.J: Prentice-Hall, Inc.. 1969. Useful as a

source for dance heritage.

Kerstein, Lincoln, Movement and Metaphor: Four
Centuries of Ballet. New York: Praeger, 1970.
Ballets presented in chronological order relat-
ing them to the social and cultural history of the
time. -

(1907- ), Nyinksy Dancing, Text and com-
mentary by L. Kirsten, photographs by Bert. st
edition. New York: Knopf, 1975. A compiled
picture album of famous ballet dancers and
their dance-.

Lemond. Alan. Brato Barysshnikou!, New York:
Grosset & Dunlap. 1978. Biography with lots of
pictures. )

Livet, Anne. ed.. Contemporary Dance, New York:

Abbeville Press. Inc.. 1978. Puts into perspec-,
tive the genius of American Modern Dance, ex-’
plains meaning of contemporary dance forms
and choreographers. Excellen? as a source book -
for information on the contemporary and avant
garde movements in dance.

#

Lloyd, Margaret, The Borzot Book of Modern

Dance, New York: Alfred Knopf. 1949. The de-
velopment of modern dance in the U.S. Detailed

" discussion of the work of leading performers
and teachers. Excellent photographs.

Martin, John J.. American Dancng The Back-
ground and Personalities of the Midern Dance,
New York: Dodge Publishing Co., 1936. Repub-
lished Brooklyn: Dance Horizons, 1968. The
theory, philosophy, and history of modern
dance in the US. Detailed discussion of the
work of leading performers and teachers. Excel-
lent-photographs.

TheBuarrce, New York: Tudor, 1946. The story
of the dance in pictures and text. An excellent
overview of dance and outline of dance history,
discussing the aesthetic and psychological im-
plications of dance for the sake of the dancer,
dance as spectacle, and dance as a means of
communication. Profusely illustrated with well-
chosen photos.

John Martin’s Book of the Dance, New York:
Tudo, 1963, Primarily a history of dance, but

L
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bits and pieces ‘of Martin's_aesthetic concepts
are.to be found throughout. Well illustrated.
Not documented. . )

Mazo. Joseph H . Prime Movers, The Makers of
Modern Dance in Amesma, New York: William
Motrrow and Company. Inc.. 1977, Focuses on
life and philosophy of Fuller. Duncan. St. Denis,
Shawn. Humphrev, Graham. Cunningham,
Nikolais. Ailev. Tavlor and Tharp.

MDonagh. Don. The Rise and Fall and Rige of
Modern Dance. New York: Outerbridge &
Dienstirey (Duttoni, 1970. Even if one does not
think modern dance “'fell.” and some of the in-
accuracies ot tact-n this book may annoy one,
there 1s-enough on dance theory to reward one
for taking the time to read it. Provides sympa-
thetic treatment of experimental dance.

Noverre. Jean Georges (1727-1816). Letters on
Dancing and Ballets. Brooklyn. NY: Dance Ho-
rizons. 1966. An exposition of the theories and
laws governing ballet and dante representation.

Compans. 197> Examines dance history. ballet
and modern. mm America trom a social view-
point. Related themadtic development of leading
choreographers and dancers to social back-
ground ot the time Contains statements by
dancers which give in~sight into their concepts of
dance as an art torm. but not documented. Cov-
ers earlv American modern dancers and Rus-
sian ballet in America .

Sachs. Curt. World Hetory of the Dance, New
York. W.W. Norton & Company. 1937. Greater
emphasi~ 15 placed on the earlier history of
dancein primitive cultures. Takes the reader to
the 20th century and what the author calls the
tango period. An authoritative account of
nontheatrical danung ~ince prehistaric times.
Origins and development of forms. characteris-
tics. movements and sty listic elemegts.

Sorell, Walter. The Dance Through the Ages, New
York: Grosset and Dunlap. 1967.

Terry, Walter. The Dance in 4m<’r1ca New York:
Harper and Bmthers 1956. A history of all
4. forms of dance in 1 the U.S.. especially concerned

and contammg biographical sketches of leading
artists in this field.

[ Was There Selected Dance Revieus and-Ar-
ticles 1936-1976. A history of all forms of dance
in the L.S., especially concerned with pioneer
developments in modern dance and containing

Q

ERIC ‘ '

Aruitoxt provided by Eic:

Palmer. Winthrop. The atrical Dancing in America.
Ind edition revised New York. A.S. Barnes and/

" with pioneer developments in modern dance’
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bmgragblcal sketches of leading artnst% in this
field. .

Warren, Larry, Lester Horton, Modern Didnce Pio-
neer, New York, NY: M. Dekker, 1977. His early
life, his constant drive to be a dancer and his
glorious achievements.

Wigman, Mary, The Language of Dance, translated
by Walter Sorell. Middletown, CT: Wesleyan
University Press, 1966. The original Die
Sprache des Tanzes was published by Ernest
Battenberg Verlag in Stuttgart, 1963. Provides
insight into Wigman's theory of dance as art.

Wood. Melusine, 4 van‘ced Historical Dancers,
London: Imperial Society of Teachers of Da#e-
ing. Publisher to the Society. C.W. Beaumont,
1960. Step-by-step notation on how to dance
the minuet, French dances. contra dances and
more during the Baroque Era.

Historical Dances (12th to 19th Century),

their manner of performance and their place in

the social life of the time. London: Imperial So-

ciety of Teachers,of Dancing,41972. Study of his-
* torical dances with step-bv-step notatmns

Woodruff. Dianne. Essavs in Dance R()sear(h New ‘

York: CORD (now Congress on Research in
Dance). 1978. The first two chapters are of his-
toricdl significance. The “first dealing with Au-
gust Bournonville (ballet). Gertrude Hoffman’
(1907-1909). and Ruth St. Denis. The second

deals with ‘labananalysis and effort/shape in’

historical research.

Kinesiology, Anatomy, Therapy, Health.

Arnheim, Daniel D., Dance Injuries, Their*Preven-
tion and Care. St. Louis: The C.V. Mosby Com-
pany. 1975. Is designed to be used as a text for a
course in kinesiology and prevention and care of
dance injuries. Also provides immediate source
of advice on what to do now and what to’con-

. tinue doing for an injury.

Canner, Norma, And o Time to Dan‘ce, Bostbn:
Beacon Press. 1968.

Drury, Blanche, Muscles in Action A Kinesiologi-
cal Chart of Skeletal Muscles, Palo Alto, CA:
National Press Books, 1962.

Gelabert, Raoul, Anatomy for the Dancer With the
Exercises to Improve Technique and Prevent
Injuries 2 vols. New York: Dance Magazine,
1964. Instruction offéred to encourage proper
use of dancer’s body in preventing injury, body
conditioning exercises to build strength,elastic-

*
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ity and flexibility are given as preparation for all
dance types.

Mason, Kathleen Criddle, ed., Dance Therapy, Fo-
* cus on Dance VII, Washington, DC: American
Alliance for Health, Physical Education and
. +Dance, 1974. Includes history, basic characteris-
tics, phllosophy and method analysis of move-
ment in revealing abnormal states, working
with the autistic, brain dysfunction children,
visually impaired, deaf, emotionally disturbed,
learning disabilities and the elderly.

‘Schoop, Trudi, Won't you Join the Dance?, Palo

Alto; CA: National Press Books, 1974. Some of
"Ms. Schoop's,techniques could be helpful to the
classroom teacher in. reaching those children
with emotional problems.

Swe1gard,~Lulu, E., Human Movement Potential.
4ts Ideokinetic Facilitation, New York: Dodd,
Mead & Company, 1974. Focus of book is on in-
terdependence uf postural alignment and the
performance of movement. Provides an educa-
tional method which stresses the inherent ca-
pacity-of the nervous system to determine the
most efficient neuromuscular coordination for
each movement. . .

Vincent, L. M., M.D., The Dancer’s Book of Health,
Kansas City: Sheed Andrews and McMeel, Inc.,
1978. Discussion of how the body works, ex-
plains what problems occur.”Special focus on
feet, ankles, back, spine, joints, and muscles.
_Covers sprains, pulls, bruises, diets.

Wells; Katherine F., Ph.D., Kinesiology: The Sci-

entific Basis/of Human Motion, Philadelphia:

| W.B. Saunders Co., 1966, 4th edition {may be a

_more recent edition.) Is a comprehensive text

- fom both teacher and student. Covers mechani-

cal aspects of motion, anatomic, physiologic and

neurological aspects of human movement, ap-
plications of kinesiology.

. A
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Music Dance
Apei, and R'alph T. Daniel, The Harvard
" Briefctionary of Music, New York: Pocket

Books, 1971. For those with little or no back-
ground in musie. The terms are in alphabetical
listings and cross-referenced.

Dalcroze, Emile J., Eurhythmics, Art and Educa-

tion, New York: A.S. Barnes, 1930. A collection

" of 21 articles by Dalcroze written between 1922
and 1925. .

Rhythm, Music and Education, rev. ed. tr. Har-
old F. Rubenstein, London: Dalcroze Society,
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1967. The classic text on Eurhythmics. A collec-
tion of essays originally published between 1900
and 1920, arranged chronologically, making it

_possible to trace the development of Dalcroze’s
ideas through this period.

Findlay, Elsa, Rhythm and Movement, 1llinois:
Summy-Birchard Co., 1971. Applications of
Dalcroze Eurhythmics, geared toward teachers
of elementary artd secondary school music and/
or dance. Includes musical scores.

GllBert Pia, and Aileen Lockhart, Music for the
Muodern Dance, Dubuque William C. Brown
Co., 1961. Covers music for dangefrom all an-
gles elements, analysns, history(teacher-accom-
panist relationships. Comprehensne yet very
_clear to-understand and use- as’a text and re-
source.

Grout, Donald Jay, A History of Western Music, .
‘New York: W.W. Norton and Company, 1960.
Excellent source book for historical periods and
styles.

Lang, Paul Henry, Music in Western Cuwilization,
New York: W.W. Norton, 1941. One of the most
influential music history texts ever produced in
America. »

Nye, Robert Evans and Bernice T. Nve, Music in
the Elementary School, Englewood Cliffs; NJ:
Prentice-Hall, 1964,

Sachs, Curt, Rhythm and Tempo, New York: W.W.
Norton, 1953. Discusses history of musical
rhythm chronologically and geographically with
chapters devoted to music of “primitive” peo-
ples, music of near and far east, early Christian
and Medieval periods, Renaissance, Baroque,
Classical, Romantic, and Contemporary (up to
1930’s) times, India, ancient Greece and Rome.
Excellent introductory remarks on “rhythm”.

Production S

Bellman, Willard F., Lighting the Stage: Art and
Practice, San Francisco: Chandler Publishing
Co.; 1967. Covers 4ools, technology, and artistic
considerations of theatrical lighting as an art.
Identifies apd deals with aesthetic Problems of
llghtmg design.

Corsom, Richard, Stage Makeup, 4th edition, New
York: Meredith Publishing Co., 1967. Intended
for studedt4and teacher as a text and reference

urpose is to acquamt the student with

principles of the art and technique of
to use in crgating and executing

k)
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Ellfeldt, Lois and Edwin Carnes, Dance Pryduction
Handhook o qur ts Tov Late, Palo Alto, CA:
National Press Books, 1971, Covers all aspectd
of producing’a dance concert, rehearsals, sound,
music, costumes, sets, lights, construction, pub-
licity, rehearsals on stage. technical and dress
rehearsals, performarice and post performance

A must for grades 7-12. y

Jones. Robert Edmond. The Dramatie Imagina-
tion, New York: Theatre Arts Books, 1941. Ex-
amines the aesthetics and art of theatre, sﬁeciﬁ-
cally stage design, costuming, lighting, and
physical theatre space. Excellent supplement to

' Langer and Martingal . .
Lippincott, G}Ml‘ge&d\ Dance Production, .

AAHPER1201 16th Street, N.W., Washington
6, DC. A compilation of twelve artlcles on vari-
ous aspects of dancesbroduction in educational
institutions with emphasis on planning and re-
hearsing a dance program, staging (both arena
and proscenium), costumes especially for the
stage. music selection, make-up, lighting, decor,
notation and photography for publlclty

Melcer Fannie Helen, Staging the Dance, Du-

Sterh, Lawrence, Stagzz Management. A Guidebook

of Practical Techniques, Boston: Allyn and Ba-

. con, Inc., 1974. Extremely practical guide to all

’phases of theatrical production; defines, out-

lines stage manager’s responsibilities, organiza-
tion pre, during, post performance.

" Tilke, Max, Costume Patterns and Designs, New

York: Pragger, 1959.

von Boehn, Max, Modes and Manners, Translated
by Joap Joshua. Philadelphia: J.B. Lippincott
Co., 1933. Volumes I-V.

Waugh, Norah, Corsets and Crinolines, New York:
Theatre Arts Books, 1954.

Cut of Men’s Clothes 1600-1900, London Faber .
and Faber, Ltd., 1964.

The Cut of Women's Clothes 1600-1930;, New
York: Theatre Arts Books, 1969.

» Wilcox, Ruth Turner, The Mode in Costume, New

buque, IA: William C. Brown, 1955. A manual of -

practical source material in theatrical produc-
tion especially adapted for dance programs.
Useful information about costumes, sets, light-
ing, make-up, and theatre management for
teachers presenting performances with high
school or college modern dance groups.

Payne, Blanche, History of' Costume, New York:
Harper & Row, 1965. ,

Russell, Douglas A., Stage Costume gesign: The-
ory, Technique, and St)le New York: Apple-
ton-Century-Crofts,. 1973. JIntroduction to
study of costume design on critical, aesthetic,
practical, and historical levels. Intended for
courses which introduce student to problems of
sketching, principles of designy practices of cos-
tume construction, and style in period plays.

Selden, Samuel and Hunton D. Sellman, Stage
Scenery and FLighting, New York: Appleton-
Century-Crofts, Inc., 1959. While written

inly for the student of dramatic stagecraft,
this“ook offers many valuable suggestions and
instructions for constructing scenery and light-
ing the set and the people in it.

Stein’s Makeup for the Profession, 430 Broome
Street, New York 13, NY: Stein Cosmetic Co.
Helpful booklet describing techniques of apply-
ing make-up: Guide to selecting type and shade
of foundations, linings, powders. May be had
free upon writing to the company.

77

York: Charles Scribner’s Sons, 1958.

Relating the Arts

The Arts, Education and Americans Panel, Coming
to our Senses The Significance of the Arts for
American Education, New York: McGraw-Hill
Book Company, 1977. An excellent report on
the history and significance of the arts in educa-
tion. Prepared by representatives of the arts,
education, mass communications, labor, arts,
patronage, government, and many other fields.

Dixon, Madeline C., The Power of Dance, New
York: John Day Co., 1939.

>

Horst, Louis and Carroll Russell, Modern Dance
Forms in Relation to the Other Modern Arts,
San Francisco: Impulse Publications, 1961. Par-
ticularly helpful for showing the relationship
betweenthe various modern arts. Louis Horst, a
musician and composer, wrote music for
Martha Graham and taught courses in dance
composition. 1

Montgomery, Chandler, Art for Teachers of Chil-
dren, Columbus, OH: Charles E. Merril, 1968.
Special section on movement and dance, relates
dance and art through space, design, focus and
motion.

Porter, Evelyn, Music through the Daﬁce, New
York: Scribners, 1938. A handbook of dance
forms with some emphasis pn how musical de-
velopment has been influenced by dance.

\ \
50




Technique

Cayou, Delores Kirton, Mudern Jazz Dance, Palo
Alto, CA: National Press Books, 1971, Primarily
. a boek on technique. but also a source for dance
history. ‘

Hamm:)nd, Sandra Noll, Ballet Basics, Palo Alto,
CA: National Press Books, 1974. Covers ballet
history, how a ballet class is set up, barre work,
center work, allegro; very good_for thorough def-
inition of terms and how to go about teaching
them. Covers basic anatomical considerations.

Schurman: Nona and Sharon Leigh Clark, Modern
Dance Fundamentals, New Jersey: Prentice-
Hall, Inc., 1964. Book attempts to do three
things: 1) to present simple, basic exercises in
dance form for the beginner stud'ent or teacher;
2) to introduce these exercises with Labanota-
tion; 3) tosuggest the possible use of this mate-
rial in a school situation in planning a well-bal-
anced technique class or a class in
improvisation.

.

Sherbon, Elizabeth, On the Count.of One: Modern

Dance Methods, 2nd eﬂ{gi)n, Palo Alto, CA:
Mayfield Publishing Co., 1978, Deals with early,
technical training; exercises &syribed and illus-
trated from technigue.of Graham, Humphrey,
Helm, Erdman and Limon. Covers lesson plan-
ning and sequential development. '

.
.

[

. P - o N
Stodelle, Ernestine, The Dance Technique of Dorts

Humphreyv and' its. Creative Potential, New
Jersey: Princeton Book Company. 1978. Mate-
rial in the book drawn directly from Humphrey
compositions; geared for beginner and interme-
diate levels of study:.- . |

¥

Vagano\ig, Agrippina, Basic Principles of Classical
Ballet: Russian Ballet Technique New York:
Dover Publications, Inc., 1969. A ‘methodology

-‘of teaching classical Russian Ballet] in brief.
Readable and understandable for the most part.
A translation. \ ' ‘
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ARTS AND|DANCE ORGANIZATIONS

. .
© . » B

,
National

PR % °
+ ALLIANCE FOR AR'’FS EDUCATION §

John F. Kennedy Center for the Perform ng Arts

Washington, DC, 20566 ' —

(202) 2543250 \

A IGAN ASSOCIATION OF HEALTH, -
PHRICAL EDUCATION, AND DANCE *
1201 16th ‘Street . N.W. /

Washi on, DC 20036

AMER@ICAN DA’\‘CE GUILD !
1619 Broadwa), Rowom 603

.. New York, NY}10019 , N

’

\ (212) 989-5535

» 1922 }vaersny Avenue |

(212) 254.4833 7

AMERICAN BANCF THERAPY ASSOCIA
.TION . -

Suite 230 " 6 - .
2000 Century Plaza B
Columbia, MD 21044 ' o
(301) 997-4pi0- | v

‘CHARLES REINHART MANAGEMENT &

1860 Broadway. . ~,

New York, NY 10023 -
(212) JU6-1925 .

COMMITTFE ON RESEARCH IN DANCE
Dance Department, Education 675D .
New York University . L

35 West 4th Street ’ 20

New York, NY 10003
(212) 598-3459 -

=+

DANCE NOTATIONBUREAU | %

19 Union Square West
New York, NY 10003

4

.NATIONAL ENDOWMENT FOR THE ARTS
Artist-in-Residency Program . »
2401 E Street N.W. TN
Washington, DC 20006

(202) 634-6369

State “ T \ "\

WISCONSIN ACADEMYAOF SC{ENCE, ARTS
AND LETTERS . )

»

Q

>
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»

Maaison,.WI 53705
(608) 263-1692 -

7

» —Booking organizations

* —Sponsors and Spaces for dance o ‘ -

4 »

. . . , —Organizations and Councils for dance and arts
WISCONSIN ALLIANCE FOR ARTS EDUCA- —Sources and Resources for the dance world
TION . —Dance Education Directory g
Wisconsin Department of PUbl‘C InSthCUOU —Production Directory; persunnel and techmcal
-125 8. Webster St. services for dance production
. Madispn, WI 53702 |
(608;53@7 9265 _ ‘
) Permanent Floors
WISCONSIN ARTS BOARD
123 West Washmgton Avenue . Gelabert, Raoul. “Dance Floors Their Se"lectlon
Madison, WI 53702 . and Preparation,” Dance Magazirie, Volume LI
(608) 266-0190 . o\ No. 3, March 1977, pp. 94- 95 Excellent on the
e ) how to construct and care for dange floors. *
WISCONSIN ASSOCIATION FOR HEALTH,
PHYSICAL Schlaich, Joan, and Betty Dupont “Building an In-
EDUCATION & RECREATION expensive Dance Floor,” Dance Magazine, Vol-*
UWEX-UWGB ’ ume LIII No. 9, September 1979, pg- 106.
CCC-Studio Arts. 115 T 0
Green Bay, W1 54302
(414) 4653-2735 < Portable Floors ,
WISCONSIN DANCE COUNCIL Brett Theatrical, Ltd. .
UWEX-UWGB 91 Beach Road
CCC-Studio Arts 115 Bristol, RI 02809 ‘
Green Bay, W1 54302 Suppliers for Martey Stage floor and Marley Studio
(414) 465-2735 - floor. Write for samples, prices, and“catalogs.
WISCONSIN DEPARTMENT OF PUBLIC IN- F. Randolph Associates
STRUCTION N 1300 Arch*Street
125°S. Webster St. Philadelphia, PA 19107
*Madison, WI 53702 (215) 567-6662 ’
(608) 267-9288 Suppliers Tor Marley, Timestep, Quietstep, and
Dancestep portable floors. Write or call for samples,
WISCONSIN WOMEN IN THE ARTS prices, and catalogs. -
Lowell Halk - -~ ~
610 Langdon/ Street &
Madison, W1 53706 _ For Theatre
' . E) ,
Simon's.Directory of Théatrical materials and
FACILITIES, SERVICESSQND services information.
SUPPLIES FOR DANC_E Introduction by Harold Burris- Meyer 5th
b Edition. * .
Dance Magazine Annual ‘80, New York: Donad . Ne‘w Yogk: Pa€kage Publicity SeFvice, Inc.
Publishing Company, 1979 Includes: 1564 Broadway A v
§ ~-omp - New Yerk, NY 10036
—Agencies for managemem and artlst representa- A classified gunde where .
tion - ‘ $to buy.
_—Attractions in dance, mime, companies, $olo to rent.
"artists ‘ : ta lease.
>~People wrthxrvtces for dance @ - - to find out. T
-—’Fund1ng agencies and programs \ -Covers entire’ United States and Canada.
\)‘ 2 ’ . .: 80 . ’ . -~ -
’ - . . M ' 8J v
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., PERIODICALS
- The following periodicals should be auailable ei- . New York University . ' 4
ther by personal subscription, membership in the 35 West Fourth Street o )

organization, or in libraries They provide the
teacher with maich useful information and should
\be examined régularly.

American—general
* N
.. _CCT REVIEW ¥
Composers and Choreographers Theatre Inc.
'35 West 19th Street’ o
New York, NY 10011 '
, Quarterly, $10 %ubscrlptron includes membershlp
“: DANCE CHROFHCLE: Stadies in Ddhece and the
#* Retated Arts
- Mjrcel Dekker Journals
=  P.O. Box 11305
Church Street Station
* New York. NY 10249
* Insﬁtutlonal~>h()()/\olu\&
'DANCE LIFE :
THe Old Firehouse >
P.0. Box 304 ' . .
Purcellville, VA 22312 .;l

DANCE MAGAZINE '

Danad Publishing «
10 Columbus Circle .

New York, NY 10019

1926, monthly, $12 subscription: cnrculatlon 32,000,
dance personalities,knowledgeable comment port-
qfolios omdang&,subjeots available.on microfilm™

~ DANCE NEWS : -
& 119 West 57th Stgget .
New York, NY 10019 N
1942, monthly (Sépt. toJune), $5 subscnptron cir-
. culation 14,500° America’s only newspaper devoted
to dance, reviews, personalltles‘cqnpames ‘

DANCE PERSPECTIVES

293 Ninth Street -
~New York, NY 10003 : .
1959, quarterly $8 subscription, crrculatlon 2,000
critical and historical monographs?

DANCE RESEARCH JOURNAL .
formerly CORD News (Committee On Research
in Dance) \

" CORD ¢/o R. Kramoris .

Executive Coordinator .

Dance Department of Education 675D

-
-

Q. . 81

New York, NY 10003 -
Regular or Institutional memhership available.
DANCE SCOPE ,

American Dance Guild, Inc.
245 West 52nd Street

. New York, NY 10019

1965, 2/year, $2 subscription, or mergbership in
ADG‘artrcles and editorials on dance subjects cur-
rent and historical.

FOCUS ON DANCE -
National Dance Association .
AAHPER, 1201 16th Street N.W'"
Washington, DC 20036
1960, one every two years, 32 to $4 each texts usu-
ally deal with a variety of approaches to the same *
problem or topic.
ESN

P
YORK DANECE REVIEW
Dance Department, York University
4700 Keele Street
Downsview, Ontario, CANADA M3J 1P3
Quarterly, $.25 a copy. -

Ballet

BALLET DANCER

1170 Broadway

New York, NY 10001

1973, bizmonthly, $3 subscription, a new magazine
for dancers, primarily aimed at ballet dancers.

BALLET REVIEW
150 Claremont Avenue

- New York, NY 10027

bi- monthly, $4.50 subscription

BALLET-WHO . .
Vancouver Ballet Society

3694 West 16 Avenue .

Vancouver 8, British Columbia .

1953,. qxﬁarterly, subscription with membershlp,
ballet reviews and personalities.

. Ballroom ' : ‘

BALLROOM DANCING TIMES )
18 Hand Court ~* ST
High Holborn London WC 1, England

84 s
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Monthlv, 150 subscription. crrculation 7.000.
book reviews, dance reviews ot ballroom.
DANSES

Institut Bonne Compagnie

51 rue Samnt-Bernard

Brusselis. 6. Belgum )
1966. quarterly. ~1 per issue. arculation 15600, text
available m Dutch. Fmehsh. French and German.

concerned with ballroom danc mg.

A N
THE MODERN DANCE @) THE DANCER
2 Nortolk House .
Brixton ©val. London S W 20 Kngland
1934, monthlV, appranimately =3 subscription. cir-

culation 15000, forty pages on persomalities in bal-
Iroom dancing. steps dnd diagrams. dance res fews,

’

L

Folk, Square, Ethnic : :

B

KATHAKALL

Internation ! € enrer tor Kathakall

[~ Rawndes Nacar New Dethit ) Indsa

1969, quarrery, tent vailable it Enelich and
Hindu. idli~rrame d wirh <tidies of Kathakah

-
]

LET'S DANCE . o
Folk Dance Federation ot Calitornia, Inc. ,

v 1604 Felton Street *
San Francisco, €A 9413
1947, 0 vear. ~ s subs¢riptien. crenlation 3000, the
magazine ot mternatial totk dane g, \\nh (l(m(e
reviews and bistrations

NEW ENGLAND QU ARE DANCE CALLER
¢ o New Fngland £ aller. Im (

30 Central Street 6. o .

Norwell. MA ©Z0R]

1951. monthly. > 50 Jubscription, text ¢n square
dancing.

’ “‘ ! ° i
ROSIN THE BOW
¢,;0Rod La Farte -
115 ClLiff Street
Paterson. NJ ¢7 )_{_3,;
1945, monthly, $1 an 1~sue. for tolk and square
dancers

SQL ARE DANCE <I~urm( rlvee \mernan Squares)
Burdick Enterprises R

Box 778
Sandusky, OH 44x700, - .
1943, monthly, 35 \uh\(\rlplmn circulation 4.000,

. book reviews dnd articles of interest to square
" dancer > |
) O ‘ . 82
. FRIC :
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SQUARE DANCING (Formerly: Sets in Order)
rican Square Dance Society
th Robertson Boulevard
Los Amoe S, 90048

1948, montNy, $5,subscription, Bob Osgoodr’s pub-
lication on squte dancing. .

VILTIS

P.O. Bex 1226

Denver, CO 80201

1942, 6 issues per year, $7 subscription. V.F. Be-
liajus publication on folk and ethnic forms of dance.
In addition to the dances, it also includes the re-
lated folklore helpful in giving background mfor-
mation to students,

Y

Foreign

ART AND DANSE » »

birection: Ginette Chabetay. f '
“~rue Gustave Courber, Paris, 16e. France

1948, 10 vear. 25 subscription. essay -, reviews, and

reporting of dance pertormances i France and

abroad

DANCE AND DANCERS

Artillery Mansions '

75 Victoria Street

London..SW 1. England

1950. monthlv. $9.75 subscription. book reviews.

dance performances. articles on dance. »

-

DANCE \h\\ AND RECALL

22 Shaftesbury Avenue

London. WIV 8 AP, England

1969, dppruxlmalel\ 3130 \ulmrlptmn current
dance news and reviews _

DANCING TIMES

18 Hand Court ‘\

High Holborn. Londéh. WC 1. E n«fland

1910, monthly, circulation ll OO0, current dqgce
"news. book reviens. indexed xPalerml

.quated~l¥riodicals and Newspapers.

\ ;
e follpwing publications are more sjoml, but
do Macldde occastonal or ecen recular articles on
dance. )

.

<o

DRAMA REVIEW .

New York Uniyersity v
51 West 4th Street, Room 300 '
New York. NY 10003 ‘ L
312.50:subscription )
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JOURN AESTHETICS AND ART CRIT‘-‘

CISM

American Society for Aesthetics

Cleveland Museum of Art

C].eveland OH 44106

$15 a year subscription

JOURNAL OF AESTHETIC EDUCATION
University of [llinois Press

Subscription Department

Urbana, IL 6180C1 . ©
$12.50 quarterly

JOURNAL OF.PHYSICAL EDUCATION AND
RECREATION

American Alliance for Physical Education, Recre-
ation and Dance

1201 16th Street, N.W.

Washington, DC 20036

NEW YORK TIMES

229 West 43rgd Street, @ t
New York, NY 10036
PERFORMANCE

249 West 13th Street

New York, NY 10011

‘Bi-monthly. 39 subscription, explores what 1s new

and alive in theatre. film, music. and dance. .

L]

QUEST

1419 9th Avenue South
St. Cloud, MN 56301 .
$8 a year

>

RESEARCH QUARTERLY

American Alliance for. Ph\,sncal Educatnon Recre-
ation and Dancé Ce
1201 16th Street, N.W'. . |

— Washmggon DC 20036 A .

One type -of membership in this orgamzatlon in-
cludes this pubhcatmn

SATURDA\ RE\ TEW.W ORLD
P.O. Box 2047
Rock Island, IL 61207

- DANCE DIMENSIONS'
*‘Wisconsin Dance Council |

A

‘WAHPER JOURNAL

Wisconsin Association for Health, Phxsual Edu-
cation and Recreation

UWEX-UWGB

CCC-SA 115 /

“Green Bay, WI 54302 >

One issue in Ma\ iricluded in $10 membership fee.

WAHPER NEWSLE'I"I‘ER

Wisconsin Asociation for Health. Physical Edu-
cation and Recreation

UWEX-UWGB

CCC-SA 115

Green Bay, W 54302

One issue in October mcluded in $10 membershlp

fee.
I

Wisconsin Dance Publications

D ( E'ABOUTS
Milxaukee Modern Dance ( oune 1l Inc.
P.O Box 6

South Milwgukee. W1 5317
$5.00 membership

134 Coughlifi Halt  » - "'

-\/\/Iarquette University

Mnlwahkee WI 53233 -

MADIbON DANCE COUNCIL NEWSLE I TE R
17 Blue R:dve Court

Madison, W1 53705 °

1965, ‘quarterly. 3.50 a copy.

news of dance in
Madison and-around the stadh.,

'THE OFFSTAGE VOICE

Bi-weekly, $12 subscription, Walter Terry writes on
dance ag a contributing editor.

-~

Wisconsin Theatre Association N
716 Lowell Hall=UW-Extension -9
Madjson, WI 53706 T

News of the associatmnia. activities. and theatre
events around the state.

2000:3G27603-51

-




